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 The Italian baritone Leone Giraldoni (1824-1897) was one of the most prominent 
operatic performers of the nineteenth century. His singing style and complete artistry 
made him a leading choice of the major opera composers of his day, not the least being 
Giuseppe Verdi, for whom he created Renato in Un Ballo in Maschera (1859) and the 
title role in Simon Boccanegra (1857). At the height of his talents, Giraldoni was 
regarded with great esteem throughout Europe and England. Toward the end of his 
singing career, Giraldoni also gained a reputation as a celebrated teacher throughout 
France, Italy, Spain and Russia, where he taught at the Moscow Conservatory. The 
purpose of this document is to make available in English translation for the first time one 
of two treatises that he wrote regarding the training of the singing artist, Guida teorico-
pratica ad uso dell'artista-cantante, written in 1864 with an expanded and revised 
version in 1884. The document will also examine the teaching approach of the old Italian 
school of singing through a commentary and discussion of the content of the treatise, 
with reference to both old and modern works on singing and information gathered from 





 Many writings exist concerning the art of singing and the art of teaching singing. 
Treatises from the eighteenth century, by the eminent Tosi and others, tend to deal almost 
exclusively with aspects of singing style and the practical vocal application of specific 
stylistic features of the music itself, such as appoggiaturas, turns, trills, etc., and have 
little to say about actual vocal technique and voice production. Many of the principles of 
the old Italian school of singing were largely handed down orally from teacher to student 
in the course of instruction, and vocal pedagogy of the era relied heavily on the teacher‘s 
―ear‖; by listening to a student‘s vocal production, or emissione, of the classic vowel 
series, and by compelling the student to breathe correctly, the teacher guided the student 
to the correct, balanced tone, or chiaroscuro. Little was known about the exact 
functioning of the vocal cords and the larynx itself. The development of tools to view the 
functioning larynx in the early to mid nineteenth century heralded an explosion of interest 
in vocal science, mechanics, and vocal production.
1
 The writings of Manuel Garcia 
(1805-1906), a Spanish voice teacher-scientist, who in 1841 ―invented the laryngoscope 
to observe the vocal cords in vibration,‖ was instrumental in marrying vocal style and 
practice with technique and science, forging a new path in vocal pedagogy which 
continued into the twentieth and twenty-first centuries, as demonstrated in the teachings 
of, among others, Bernard Coffin, William Vennard, and Richard Miller.
2
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Other vocal treatises worthy of examination are those by great performers of the 
era, such as Marchesi, Lilli Lehmann, Lillian Nordica, Tettrazini, and Caruso. The works 
in this category include collections of progressive vocalises (Marchesi), compilations of 
vocal hints and performance tips (Nordica, Caruso and Tetrazzini), as well as 
comprehensive explorations of vocal technique (Lilli Lehmann). The writings of Italian 
baritone Leone Giraldoni (1824-1897) fall into this latter category. 
 
Biography of Leone Giraldoni 
Giraldoni, considered one of the finest baritones of his generation, created two of 
Verdi’s greatest baritone roles, Renato in Un ballo in Maschera (1859) and the title role 
in Simon Boccanegra (1857), and took the title role in first performance of Donizetti’s Il 
Duca d’alba in 1884. After a distinguished performing career, Giraldoni gained great 
admiration as a teacher and became professor of voice at the Moscow Conservatory, 
where he taught until his death. The teaching approach of this great artist, as laid out in 
his treatise Guida teorico-pratica ad uso dell'artista-cantante, is the primary concern of 
this document. By examining Giraldoni’s Guida teorico-pratica ad uso dell'artista-
cantante and relevant works which delve into the teaching philosophies of the Italian 
school of singing, a more rounded and complete understanding the some of the vocal 
pedagogy of the era may become apparent. 
 3 
Italian baritone and pedagogue Leone Giraldoni was born in Paris in 1824 and 




 Giraldoni ―studied singing in Florence 
with the maestro Luigi Ronzi, one of Italy‘s most famous teachers‖, and later made his  
debut at Lodi as the High Priest in Saffo.
4
 He performed in cities throughout Italy and 
Europe including Oporto, Firenze, Paris, and Bucharest, and made his debut at La Scala, 
Milan in 1855. At La Scala, he was heard as Di Luna in Trovatore and Rossini‘s Figaro 
in a notable performance in 1877.   
 Giraldoni was one of Giuseppe Verdi‘s favorite baritones and was chosen by the 
composer to create ―the title role in Simon Boccanegra, Venice, 1857, and the role of 
Renato in Un ballo in Maschera, Teatro Apollo, Rome, 1859.‖
5
 Other operas that formed 
a major part of his repertoire were La Traviata, L’Africain, Faust, Don Sebastiano and 
Gomes‘ opera Guarany. Giraldoni performed in many operas by composers that were 
overshadowed by the towering figure of Giuseppe Verdi. He took part in Achille Peri‘s 
opera Vittor Pasani at the opening of the Comunale di Reggio Emilia, 1857, Pedrotti‘s 
Mazeppa, Marchetti‘s Romeo e Giulietta and Gomes‘ Salvator Rosa. Many other 
composers also found him to be an artist who contributed most effectively to their works. 
In the latter part of his career, Giraldoni ―created the title role of Donizetti‘s 
posthumously produced Il duca d’Alba at the Teatro Apollo, Rome (1882).‖ 
6
 He married 
soprano and virtuoso violinist Carolina Ferni, with whom he had a son, Eugenio 
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Giraldoni, a baritone who, like his father, took part in many world premieres and was 
―given the role of Scarpia in the world premier of Tosca at the Costanzi in Rome in 
1900.‖ 
7
Alongside his wife, Leone Giraldoni premiered Agostino Mecuri‘s Il Violino del 
Diavolo at Cagli in 1878. He brought his ―career to an end with a performance of Filippo 
Marchetti‘s Don Giovani d’Austria in Rome, 1885.‖
8
 
 As a performer, he was praised for the meticulous care that he gave to the 
interpretation of his roles and his dignified stage presence, an attribute much admired by 
Verdi. As a singer, he was greatly admired for his high-lying, richly colored voice, his 
legato and his elegant sense of phrasing. During his career, he excelled alongside many of 
the greatest baritones of the day, including: Felice Varesi, the first Rigoletto, Macbeth 
and Germont; Ronconni, the first Nabucco; and Achille de Bassini, the first Seid, Il 
Corsaro, Miller, Luisa Miller and Fra Melitone, La Forza del Destino; and perhaps 
Italy‘s greatest baritone, Antonio Cotogni, who sang ―Posa in the Italian premiere of 
Verdi‘s Don Carlos (1867).‖
9
 After his retirement, Giraldoni taught in his native Italy, 
Madrid and later at the Moscow Conservatory. He became a highly influential teacher 
and published two treatises on the art of singing. The first was Guida teorico-pratica ad 
uso dell'artista-cantante (A Practical and Theoretical Guide to the Singing Artist). This 
treatise was published in Bologna in 1864 and later revised and expanded in 1884. He 
also translated this treatise into Spanish and gave it to the conservatory in Madrid. The 
second treatise, Compendium, Metodo, Analytical, Filosofico e Fisiologico per la 
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educazione della voce (Compendium on the Analytical, Philosophical, and Physiological 
Method for the Education of the Voice), was published in Milan by the Ricordi company 
in 1889. 
 
The Need and Purpose of this Study 
 
The need for such a study is important because it will make available for the first 
time a treatise on the art of singing and performing by one of the most important singers 
of the nineteenth century. The study will present for the first time an English translation 
of Giraldoni‘s treatise, Guida teorico-pratica ad uso dell'artista-cantante. Through an 
examination of the content of this work written by one of the great masters of singing, the 
study aims to provide useful insights into the teaching methodology used during the 
nineteenth century, a period when opera was at its zenith. The study will also introduce 
one of opera‘s great stars of the nineteenth century to a younger generation of singers and 
teachers, who may benefit from knowing more about the teaching and performing 
aesthetic of performers and teachers of the old Italian school.  
 In recent years, many books have emerged that lament the current state of singing, 
some even referring to singing as a lost art. Even the last great singers considered part of 
the ―Golden Age of Singing,‖ or bel canto era, an era that ―began in the early part of the 
nineteenth century and flourished until the middle of the twentieth century,‖ reportedly 
lamented the lost art of teaching.
10
 In 1917, Mattia Battistini, among the greatest Italian 
baritones of all time, told a young inquisitive student that ―the voice is fine but not one 
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tone is in place. Alas, what are you to do? There are no more good teachers even in 
Italy.‖
11
 Giraldoni‘s text is important for two major reasons: the work has never appeared 
in the English language and it is also one of a few works of the later part of the nineteenth 
century to be written by an esteemed artist who was involved in the premieres of some of 
the major operas of the romantic period. Within this context, the more that can be gleaned 
from treatises written by such artists and teachers, the better we may be able to teach the 
next generation of great singing artists.  
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CHAPTER TWO 
Review of Related Literature 
 Most of the ―secrets‖ of the Italian school of singing were not gathered together 
into books that attempted to pass on the secrets of great singing. The teaching of the 
Italian school was instead passed down orally from teacher to student. Earlier books or 
treatises on singing dealt less with the ―nitty-gritty‖ issues of vocal technique and more 
with the current styles and performance trends of their day. By the later part of the 
nineteenth century, several books dealing with vocal technique emerged written by 
eminent teachers or pupils of famous teachers. Many of these books dealt principally with 
a single teacher‘s philosophy or method. Leone Giraldoni‘s treatise, along with works of 
a similar nature by Lilli Lehman, Luisa Tetrazzini, Enrico Caruso and Lillian Nordica, 
fall into a small and select group of works that were written by the most eminent 
performers of their day. For the purpose of the following document, the related literature 
has been drawn from nineteenth century works that appeared around the same time as 
Giraldoni‘s treatise, as well as works written by eminent vocal pedagogues and vocal 
historians from the mid and later part of the twentieth century. It is hoped that the wide-
ranging time span of the related literary sources may provide useful insight into the vocal 
training and voice management techniques advocated by Leone Giraldoni.  
Tradition and Gigli by E. Herbert Caesari 
 E. Herbert Caesari (1884-1969) was an eminent teacher in London who dedicated 
his life to the restoration and research of the Italian school of singing. Among his books 
on voice are, The Alchemy of the Voice, The Voice of the Mind, Vocal Truth: Some of the 
Things I Teach and The Science and Sensation of Vocal Tone. In Tradition and Gigli, 
 8 
Caesari traces the formation of the Italian school of singing from its beginnings with the 
Florentine Camerata to its height in the early part of the twentieth century. Caesari 
studied at the Santa Cecilia Academy, Rome, with Riccardo Daviesi and later the famous 
Italian baritone Antonio Cotogni. It was there that he studied alongside Beniamino Gigli, 
who also became a life-long friend and supporter of Caesari‘s work. In this book, Caesari 
recounts the teaching style of the old Italian school, or Schola Cantorum, as handed down 
to him by Riccardo Daviesi and Cotogni. In the forward to the book, Caesari describes 
his writings as ―a metempsychosis [sic] of the Schola Cantorum, of the Old Italian School 
of Singing.‖ 
12
 While the book makes no direct reference to the Giraldoni treatise, Leone 
Giraldoni is acknowledged as one of the great baritones of the Italian tradition in the 
chapter, ―Some famous composers-teachers and singers.‖  
Bel Canto: A History of Vocal Pedagogy by James Stark 
 James Stark is both a voice teacher and vocal historian. This work takes an in-
depth look at treatises and writings on singing by a wide range of authors from the time 
of the Florentine Camerata to the modern day. The author examines both old and new 
treatises on singing as he addresses issues of appoggio, vocal attack and production, 
registers, and important issues that concern the modern day singer and the voice teacher. 
The author combines aspects of vocal history with vocal science using as his departure 
point the writings of Manuel Garcia II. Stark states that Garcia‘s writings ―served as a 
watershed between tradition and science in the history of vocal pedagogy.‖
13
 The book 
provides information on the kind of voice instruction that Giraldoni may have received as 
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a young singer and also the changing shape of vocal thought at the time when Giraldoni 
was writing and teaching in Italy, Madrid and Moscow. Many of the topics in Giraldoni‘s 
treatise are also discussed in Stark‘s book. 
Caruso and Tetrazzini on the Art of Singing by Enrico Caruso and Luisa Tetrazzini 
 Enrico Caruso (1873-1921) and Luisa Tetrazzini (1871-1940) are two of the 
greatest opera singers of the late nineteenth and early twentieth centuries. This is one of 
the few books written by eminent artists of the time dealing with the art of singing and 
the technique needed to develop a world-class voice.  
Like Giraldoni, Caruso and Tetrazzini address areas of Diction, Appoggio, 
Emission or Tone Production, and Vocal Hygiene. Tetrazzini even addresses the use of 
facial expressions in the formation of tone color. Both writers are adamant that the art of 
respiration is the building block of the voice and that the ―breath stop,‖ or Appoggio, 
makes possible the start of any tone through an open throat. Caruso places great emphasis 
on the ―power of respiration,‖ saying, ―if one is well-versed in the art, one can open the 
throat perfectly without a perceptible opening of the mouth, merely by the power of 
respiration,‖
14
 while Tetrazzini adds that one should never sing without the appoggio, as 
―its development and its constant use mean the restoration of sick or fatigued voices and 
the prolonging of all one‘s vocal powers.‖ 
15
 
Tetrazzini dedicates a whole chapter to the use of facial expressions and the 
benefits of practicing in front of a mirror so that the use of expressive facial gestures does 
not interfere with vocal emission. In his treatise, Giraldoni indicates that the singer needs 
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to concentrate his efforts on the area just around the eyes so that the mouth is not affected 
in any way. To that end, he places sketches showing the appropriate expressions to be 
employed for different emotional effects. Tetrazzini echoes his sentiments, writing that a 




Technics of Bel Canto by G. B. Lamperti 
 During the later part of the nineteenth century, two of the major schools of 
singing were those belonging to Garcia and to Giovanni Battista Lamperti. Lamperti‘s 
Technics of Bel Canto was published in 1905, only eight years after the death of Leone 
Giraldoni. Lamperti‘s work, like many works of the period, provides much information 
on the same issues of vocal emission, tone production, breathing and appoggio and 
resonance. The work provides simple illustrations of the breathing mechanism and the 
vocal organs. The author also explains at what pitches the registers of the various voice 
categories occur and offers a wide range of vocal exercises for accomplishing smooth 
register changes. Exercises are also provided to develop other areas of vocal technique, 
and Lamperti also offers little hints on achieving best results and correcting vocal faults. 
The Structure of Singing: System and Art in Vocal Technique by Richard Miller 
 Published in 1996 by one of the giants in vocal pedagogy of the twentieth century, 
Richard Miller‘s The Structure of Singing is one of the most in-depth studies of the 
science and art of vocal technique. Miller deals with all of the major issues concerning 
students and teachers of singing, identifying problems in vocal production and offering 
reasons for various problems along with corrective exercises. The book offers critical 
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opinions on many aspects of the old Italianate school of singing and attempts to 
demystify much of the confusion surrounding them. His discussion of appoggio is one 
that unites modern ideas with those of the past. Miller‘s book gives up-to-date 
photographs and images taken with the laryngoscope; these images help to explain why 
certain methods of respiration may be erroneous. The author deals with problems 
concerning the formation of vowels and consonants and offers suggestions for the health 
of the voice and the effect of exercise, diet and other day-to-day health issues that 
concern the modern professional singer and voice teacher. 
Sounds of Singing by Berton Coffin 
 Coffin is part voice teacher and part scientist. One of the principle reasons for 
choosing this work on the art of singing is Coffin‘s relationship to the old Italian school 
through the teacher Paola Novikova. Paola Novikova (1896-1967) studied directly with 
Mattia Battistini (famed baritone of the late nineteenth and early twentieth centuries), one 
of the direct descendents of the old Italian school of singing.
17
 Among her most admired 
pupils were George London, Nicolai Gedda and Ferruccio Tagivini.
18
 Coffin also studied 
with her and sat in on many of Gedda‘s lessons.  
 The forward by Gedda gives a great account of his lessons with Novikova as well 
as providing useful insight into the teaching of Berton Coffin. The work deals with all the 
principal areas of vocal technique and provides numerous vocal exercises designed to 
correct vocal problems. Coffin includes a complex ―chromatic‖ vowel chart that for any 
student could become as difficult to comprehend as it is to put it into practice. The chart 
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attempts to teach the student how to color various vowels at different scale degrees. 
Coffin includes a series of question-answer type scenarios that one would expect to 
encounter in a lesson situation. The work is both readable and difficult; the science is 
important but may not help the singer gain better control of the voice. Coffin‘s vocal 
lineage and understanding of the old Italian school may provide the most useful and 
interesting part of this work. 
The related literature included here is by no means meant to represent a 
comprehensive list of all the works on the art and science of singing – there are far too 
many to include. This list serves as a starting point for the exploration of works related to 
singing and singing technique. The authors mentioned above either had distinguished 
performing careers or teaching careers. In this list of works, the pedagogical voices of 
both sides of the coin, performers and teachers, are represented. These works and 
numerous others then give rise to a question related to the art of teaching the singing 
voice: who came first, the singer or the teacher? The answer is the singer, or what Caesari 
refers to in his works as ―the completely natural voice‖.
19
 Caesari states that ―it was 
precisely on the model of the completely natural voice that the masters of the old school 
built of their knowledge‖ of the singing voice and established rules on how to train voices 
that did not possess this natural facility.
20
 These works enable us to gain a more complete 
knowledge and historical perspective of the similarities and differences between teachers 
and performers with regard to the art of singing. From this perspective, the importance of 
Giraldoni‘s treatise cannot be underestimated, as it is one of the few treatises compiled by 
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someone who was both a distinguished performer and teacher. Collectively, these works 
of related literature help to provide an overarching look at the historical development of 





Commentary on the Translation 
 
Chapter I: 
The theory of Breathing: the advantages of this study and the consequences of its neglect. 
 
Giraldoni‘s treatise opens with a chapter totally dedicated to the act of respiration 
for singing. In the opening chapter, the author strongly encourages the student to pay 
strict attention to the method of breathing and the management of the breath, exclusively 
studying and mastering all aspects of breath before embarking on any exercises that 
involve vocalizing. Breath is also the carrier of the voice in terms of the emission of the 
sound, and according to Giraldoni, the conveyor of emotional depth. The singer‘s ability 
to breathe correctly does two things: it supports the sound, and allows the artist to 
interpret correctly and to project the ideas within the musical score. Today, there are as 
many complex methods of teaching breathing as there are teachers of singing, and clearly 
breathing, and perhaps more importantly, the act of turning breath into tone, is one of the 
key concepts of learning and maintaining good singing. Voice teachers from the past 
tended to rely upon figurative language as a means of reducing complex functions like 
breathing and breath management into simple images that fall easily within the mental 
grasp.
21
 From the outset, Giraldoni‘s work stands somewhat apart from these earlier 
treatises on singing, heralding the more modern, scientific approach to vocal pedagogy, 
in that it provides an anatomical overview of the act of respiration, as well as 
recommended methodology for respiration and breath management. 
Earlier treatises on singing made little attempt to focus on the act of respiration or 
on specific methods of breathing, nor did they impart to the student any information 
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regarding the anatomical function of the respiratory organs, or, for that matter, the 
science of anything surrounding breath pressures in relation to pitch and vowel. Early 
writers and teachers of singing elaborated a great deal on a few vague, tried and tested 
dictums regarding respiration for singing. One of these specifically directed to the breath 
was chi sa respirare sa cantare (he who knows how to breathe knows how to sing).  This 
phrase has also had other interpretations, such as chi sa respirare ben e sillibare sapra 
ben cantare (he who knows how to breathe well and pronounce well knows how to sing 
well).
22
  In his book, The Science and Sensations of Singing, Herbert-Caesari, a 
twentieth-century teacher well-versed in the historic Italian singing tradition, or bel 
canto, says that both good breathing and good pronunciation are actually already present 
in good singing; therefore, the famous dictum should very well be, ―he who sings well, 
breathes well,‖ and perhaps also pronounces well.
23
  
What most concerns Giraldoni in the opening chapter is making the student aware 
that the breath is the foundation of good vocalism. He also points out that as a result of 
correct breathing or breath management the singer is better able to find the correct and 
faithful interpretation for the music. Some of Giraldoni‘s thoughts on these matters are 
suggestive of writers, singers and teachers who came before him. A great deal of the 
same advice appears in the works of Caccini, Pacchierotti, and Tosi, who, while not 
offering ―elaborate theories on breath control,‖ as Giraldoni does, offered ―pragmatic 
remarks advocating quiet inhalation and the economical use of breath for the effective 
rendering of the musical phrase.‖
24
 Like Giraldoni, these writers also encouraged singers 
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to take breaths at appropriate places within the music so that the musical phrase and, in 
turn, the thoughts and wishes of the composer, would not be interrupted or disturbed. If 
the breath were to be taken at inopportune moments, like during a word, or if the singer 
were to take too many breaths, both the rhythmical drive and timing of the music could 
render the aria or song meaningless and leave the singer feeling unnecessarily fatigued. 
The audience, feeling the discomfort of the singer, becomes, as Giraldoni states, ―less 
involved in the music and the art and more involved in the singer‘s extraneous efforts.‖ 
The training of the breath for the purpose of creating drama within the voice is the more 
pressing issue for the author.  
Giraldoni provides a very brief explanation of the parts of the body that govern 
the act of both inhalation and exhalation. In his explanation, Giraldoni incorrectly 
indicates that the diaphragm takes no part in passive breathing. The diaphragm, a muscle 
that takes part in every aspect of respiration, separates the lungs and the abdomen. It 
makes a partition and creates two cavities in the body. Because the diaphragm possesses 
no nerve endings, we have very little sensory awareness of it, and it cannot come under 
direct control of the singer as Giraldoni implies. What singers actually feel when they 
take a deep, diaphragmatic, breath, in the way advocated by the author, is the 
displacement of many of the internal organs of the body as the lungs fill completely, 
rather than any sort of controlled or willful movement of the diaphragm.  
Giraldoni singles out the chest breath or what is also called clavicular breathing as 
the most basic and ―fatal‖ error the singer can make. This type of breathing is one that 
pertains ―to the collarbone; the process of inhaling by elevating the chest and pulling up 
 17 
the ribs by means of muscles that normally move the shoulders.‖
25
  This type of breathing 
does indeed fatigue the singer, as Giraldoni asserts, because greater effort is required to 
sustain phonation. It encourages the singer to expand the upper ribcage, which is always 
limited in terms of movement because all the ribs, with the exception of the very low 
floating ribs, are joined to the immovable sternum. Voice teacher Giovanni Battista 
Lamperti (1839-1910), a contemporary of Giraldoni, says that, ―to breathe without 
expanding the chest is an absolute necessity.‖
26
 This manner of breathing encourages the 
diaphragm to become contracted, or rather relaxed, in its upward movement because the 
abdominal wall is contracted or pulled in, in an attempt to expand the ribcage beyond its 
free range of movement. Vocal pedagogue James McKinney provides further evidence 
for Giraldoni‘s assertions that this is a disastrous method of breathing for singing in his 
2005 book, The Diagnosis and Correction of Vocal Faults: 
 Upper chest breathing is undesirable for the following reasons: 
1. It limits (inhibits) the downward travel of the diaphragm 
2. It is visually distracting to the audience 
3. It wastes energy and is physically tiring because of the effort expended in 
raising the chest. 
4. It is often associated with poor posture. 
5. Tension in the muscles of the chest and shoulders may be transmitted to 
the neck area and the vocal mechanism itself. 
6. It is inefficient, tending to be shallow. 27 
 
If Giraldoni‘s writing in any way constitutes a guide to the method of singing, 
then at the method‘s heart would be strict attention to manner of respiration and of 
breathing. Giraldoni‘s three ―indispensable‖ parts of breathing place importance on 
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breathing for the phrase, conditions of posture, and maintaining good 
diaphragm/abdominal support. Breathing for the phrase, or with the phrase length in 
mind, is key to ensuring that adequate breath is present so that both the text and the 
musical phrase make sense, providing a true and faithful interpretation of the composer‘s 
musical sentiments. Lamperti also advocated the idea of breathing for the phrase. Taking 
the idea a step further, Lamperti advocated that every phrase drew its own breath, thus 
allowing the singer to respond to needs of the phrase both in terms of breath and vocal 
timbre.
28
   
 Giraldoni‘s idea that efficient respiration should be a cure-all for a number faults 
encountered in singing is not far from the mark. The author points out to the singer that 
the singer can feel the positive effects of good respiration in the following ways: 
improved vocal security, perfect intonation, the ability to find the full range of emotional 
intent, improved agility and sostenuto singing, a more noble sonorous sound, and both 
forte and piano singing are possible. Many singers of the past and present have often 
advocated the admonition to ―sing on the interest and not the capital.‖ Singers who have 
experienced vocal longevity often attribute their lasting vocal health to the correct use of 
the breath and to careful and judicious use of the voice. There is little doubt that the 
correct use of the breath in singing leads to greater vocal security and control. In many 




To understand the effect of the respiration on the intonation of the voice, it may 
be useful to identify some of the ways intonation can be defined. Intonation can be 
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described as: ―fidelity to pitch; the ability to reproduce accurately a single pitch or series 
of pitches. In earlier centuries, intonation was used to indicate tone quality, as for 
example ‗purity of intonation.‘‖
30
  Today‘s reader might also interpret intonation as either 
flat or sharp singing. Few singers and teachers of singing would disagree that the correct 
use of the breath has a substantial effect on good intonation. Intonation that is connected 
to flat and sharp singing not only involves aspects of breath management, but also 
involves aspects of vocal registration. Sharp singing, in many cases, is brought about 
when the singer employs an ―excessive amount of breath pressure‖ for the given pitch.
31
 
This ―excessive‖ breath pressure can result in the tightening of the throat and therefore 
increased constriction, leading to imbalances in the vocal registration. Increased breath 
pressure in the direction of the larynx, subglottal pressure, also inhibits the release of 
healthy high notes. Increased subglottal pressure is not limited to any one voice category, 
but is often more apparent in the tenor voice. To alleviate the issues surrounding 
subglottal pressure and the ―throaty‖ and effortful sound that often accompanies it, the 
singer ―should try to keep the supply of breath down as far toward the abdomen as 
possible, thus maintaining the upper passages to the head quite free for the emission of 
the voice.‖
32
 Proper phonation is dependent upon maintaining an even and unimpeded 
supply of air to the voice that in turn secures the correct adjustment of the vocal tract. 
These adjustments include the degree to which the soft palate is either elevated or 
collapsed, the position of the larynx and the openness and freedom, the gola aperta (open 
throat), one of the most desirable aspects of the classical trained singer. Aspects of 
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intonation are also involved in the capacity of the artist to reflect to the listener the depth 
of the character‘s emotions. One must always remember to: 
sing within yourself, as it were – to feel the tones all through your being; 
otherwise your singing will possess no sentiment, emotion or authority. It is the 
failure to accomplish this which has produced so many soulless artists—singers 
endowed with magnificent voices, capable of surmounting every technical 
difficulty, but devoid of that charm of intonation which is so vital to the success to 




Is it true that the breath can help give the singer the freedom to find the fullest 
interpretation of the music he is delivering? The author, who was a greatly experienced 
singer, certainly asserts this.  Giuglio Caccini, one of the earliest composers and teachers 
of singing, certainly felt that the ―chief requirements for expressive singing were a good 
voice and good breath control.‖
34
  
Giraldoni‘s argument on breathing suffers at the point at which he returns to his 
discussion of the chest breath; correct breathing, in Giraldoni‘s view, should be solely 
assigned to the diaphragm. By insisting that the rib cage be completely ignored in the act 
of respiration, Giraldoni would be advocating that the capacity of the lungs be instantly 
cut in two. Giraldoni cites, as the main support for his views on the art of respiration for 
singing, a thesis by Dr. Mandl, The Hygiene of The Voice. He credits Mandl‘s work as the 
premiere work on the correct respiration, but never provides any real supporting evidence 
or information from Mandl, leaving the reader uniformed as to the very basis of 
Giraldoni‘s reasons for advocating his recommended method of breathing. We are aware 
of the faults, but not any more enlightened on how corrections to these faults may be 
made. Interestingly, the ideas on breathing put forward by Dr. Mandl, who was a 
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physiologist working in Paris were also embraced and propagated by the famous 
father/son teachers, Francesco Lamperti (1811-1892), and Giovanni Battista Lamperti.
35
 
Francesco Lamperti, like Giraldoni and Mandl, indicates in his 1884 treatise, The Art of 
Singing, that the correct method of breathing is one in which the diaphragm alone is used 
and any use of the ribs is counterproductive. Like Giraldoni, Lamperti provides 
information on vocal anatomy and physiology, which he credits as a direct citation from 
the same Dr. Mandl‘s 1879 publication, Hygiène de la voix.
36
 According to the twentieth-
century vocal pedagogue, Herbert-Caesari, Lamperti ―denounced the method in a public 
lecture as incomplete, and therefore erroneous, misleading and harmful‖ two years after 
publishing his 1884 treatise supporting these ideas on breathing.
37
 Lamperti was such an 
influential teacher that any retraction of the statement appeared to have little effect, and 
Herbert-Caesari‘s assertion of a retraction of Mandl‘s ideas may be spurious; Giovanni 
Lamperti further cites Mandl in his 1905 book, The Technics of Bel Canto,
38
 and the 
Lampertis‘ combined views on breathing, supported by citations from Mandl, form much 
of the basis of appoggio, a fundamental tenet of the Italian bel canto school to be 
discussed in greater detail in further chapters.  
Giraldoni consistently refers to the breathing mechanism as a windbag, an 
analogy that is not very clear and could be interpreted as meaning many things. Are we to 
believe that the art of breathing is merely one of blowing and sucking? He advocates the 
use of the abdominal muscles and diaphragm to regulate and control the breath. Given 
this, the idea of the windbag most likely represents the concept that the act of breathing 
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for singing is similar to the action of a bellows, by definition ―a device for producing a 
stream of air under pressure.‖
39
 Teachers who promote the concept of abdominal or belly 
breathing often use the analogy of the bellows to serve a descriptive function in their 
teaching. Giraldoni is never clear about how the singer can physically manage the steady 
release of the breath, the most important issue. The notion of using the breathing 
apparatus as a windbag or bellows would imply that, as described by the vocal pedagogue 
Cornelius Reid, the ―abdominal muscles (especially the diaphragm) must be forcibly 
pushed upward and inward during exhalation in order to activate the vocal folds.‖
40
 Reid 
discredits the ―bellows‖ idea of breath management:  
The bellows concept, however, like all aspects of abdominal control, contains 
inherent contradictions: 1) the diaphragm contracts (and flattens) during 
inhalation and relaxes (and rises) during exhalation; 2) the diaphragm is a 
reflexive muscle and cannot be consciously controlled, and 3) concern for any 
isolated muscular activity introduces compensatory tensions and tonal stiffness by 




The closing remarks include a short passage that advises the student to take a breath via 
the nose and the mouth, so that any drying sensation within the mouth cavity can be 
avoided. This advice may be of some use to the student, as nose breathing may have been 
used by singers to prevent the drying out of the mouth cavity due to cold temperatures 
and to dusty rehearsal or performance spaces.
42
 While there may be other reasons for 
advocating combined nose and mouth breathing, such as greater inhalation capacity, 
increased speed of breath intake, or the formulation of a more open throat and released 
larynx, the author makes no advances in these directions. While Giraldoni ―never tires of 
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calling the artists attention to the very essential principles,‖ he never offers any exercises 
either for achieving a better-functioning respiration or for the management of the air 
during vocalization. While the role of the larynx is two-fold, one as vibrator and the other 
as the regulator of the release of the breath, Giraldoni does not discuss its action and 
involvement in respiration and vocalization in the Chapter I. The opening chapter 
highlights the importance of the training of the breathing apparatus to deliver a strong 
performance and to provide a structural platform for the voice. Giraldoni gives more 
specific information about breath management and vocalizing the breath in the chapters 
that follow. 
Chapter II: 
 Constant examination of voice emission and the true point of voice support. 
The Dangers of singing with incorrect emission. 
 
 
The health and longevity of the singing voice, unless the singer is unfortunate 
enough to experience a debilitating illness, can be greatly attributed to the way in which 
the singer emits and supports the voice. ―Simple emission‖ of the tone that is, in the 
earliest part of vocal study, neither overly dark nor overly bright, is essential to the 
eradication of habitual problems and to the education of the vocal organ. Simple emission 
can be defined as an unimpeded release of a tone that is accompanied by no action in the 
throat, and mastering simple emission is the secret both to the preservation and health of 
the vocal organ and to a healthy and long performing career. Giraldoni credits the loss of 
a great many voices and the scarcity of good voices as the result of the lack of study and 
dedication given to the practice of simple emission, practice that frees the voice and 
allows the student to find the correct way in which to support the tone. 
 24 
 The advice at the opening of the chapter is that simple emission is best practiced 
and learned by starting in the area of the chest voice. Although uncomfortable with the 
term, the author uses it because it is a term that was in vogue at the time of his writing. 
The chest voice spoken of here most likely references the part of the voice in which the 
singer naturally speaks, and the most easily accessible part of a young singer‘s vocal 
range. Chest voice can also imply one of the areas in the voice commonly referred to as a 
register. As Giraldoni uses the term here, the chest voice or chest register implies that the 
student will best achieve simple emission of a tone by working, at first, within a single 
register. The combination of correct appoggio and simple emission must become the 
singer‘s primary goal in order to eradicate any or all of the natural defects of the voice. 
The study of the perfect and simple emission, Giraldoni says, is essential for the 
correction of all habitual and basic vocal faults. If a young voice student does not 
sufficiently address these faults, irreparable damage may be the result.  
 Giraldoni frequently uses the term appoggio (lean) or appoggiare la voce (to lean 
on the voice) here and throughout the treatise. This terminology is synonymous with 
breathing and breath management in classical voice training, but its meaning and 
application can be vague and unclear, and Giraldoni provides no further clarification of 
what appoggio means, or how the singer acquires or applies it. The term appoggio 
initially became popular in the nineteenth century in the hands of Francesco Lamperti; 
Lamperti developed the idea based on the work of the famous Dr. Mandl, who spent a 
great amount of time investigating the action of the respiratory organs.
43
 While many 
authors have provided differing descriptions and definitions of appoggio, the term as it is 
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used here is probably most closely linked to the ideas put forward by Francesco and 
Giovanni Battista Lamperti, as Giraldoni also advocates the ideas of Dr. Mandl. 
Appoggio, for the purpose of attempting to understand Giraldoni‘s thoughts, then, can be 
loosely defined in the following way: ―by singing appoggiata, is meant that all notes, 
from the lowest to the highest, are produced by a column of air over which the singer has 
perfect command, by holding back the breath and not permitting more air than is 
absolutely necessary for the formation of the note to escape from the lungs.‖
44
 
The premise that Giraldoni establishes here is very clear. The voice, its longevity 
and beauty, can be guaranteed through two acts: simple, uncomplicated emission of tone, 
and exemplary breath support, appoggio. Giraldoni alludes to one of the foremost tenets 
of the old Italian school within the chapter, cerca la qualità e la quantita verrà (first find 
the quality [of the tone] and the quantity will come).
45
 A voice achieved through push and 
pull of muscles will never last and will never be considered by its listeners to be either 
―pleasing‖ or ―charming.‖ Of more interest to the reader here are the principles on which 
this emission of tone is found. Vocal emission is a term found in many older treatises on 
singing. This term seems to have been replaced in most modern studios by the term 
―voice production.‖ These two words certainly convey very different messages to the 
singer. Emission is defined as ―an act of emitting, something sent forth or a putting into 
circulation‖; production, on the other hand, is ―something produced, the act or process of 
producing.‖ 
46
  The act of emission Giraldoni discusses concerns the uncomplicated and 
unimpeded release of the natural voice, and not the investment many of today‘s singers 
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place in the creation of a ―sound‖ or of ―voice‖ according to a misguided idea of tonal 
color, size of voice, or particular aesthetic. 
 Giraldoni‘s two points on how to create a  ―beautiful and homogenous‖ sound can 
be broken down further into what amounts to four golden rules of singing, pertaining to 
the larynx and its position within the throat, the position of the soft palate, the tongue, 
and the mouth. The correct functioning of these parts is the consequence of singing with 
the correct support of the voice, the appoggio. The breath, not only relevant to the 
appoggio of the voice, helps in creating correct laryngeal position, soft palate position, 
gives greater freedom of the tongue, and effects the position of the mouth and jaw. If one 
interprets Giraldoni‘s words in this way, then breath, either efficient or inefficient, is a 
commanding force in all aspects of singing technique –“chi sa respirare sa cantare” (he 
who breathes well sings well). If breathing in singing helps to provide the full and 
efficient use of the whole body, then he who breathes well certainly gives himself a 
greater chance at singing his best. If the appoggio is taken to mean, as stated above, that 
the voice rides on a column of air then the cords and larynx and the subsequent 
movement of these parts during the act of singing also need to work efficiently if the 
harmony between appoggio and voice is to be kept intact. The ―laryngeal adjustments‖ as 
directed by the needs of pitch and volume form part of an unbroken relationship that must 
exist between the voice and the breath. The perfect emission then becomes a product of 
―(a) the correct adjustment firstly of the vocal cord, and secondly of the pharyngeal parts 
(epiglottis, tongue, soft palate and pharynx), and of (b) the minimum quantity of breath 
necessary for the initiating and alimenting of the tone.‖
47
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 Giraldoni‘s advocacy of a lower laryngeal position should not be confused with 
that of laryngeal depression, or of forcibly pushing the larynx low. The author frequently 
uses the words senza sforza (without force) and naturalmente (naturally), so much so that 
the reader should never think that anything recommend can be achieved by way of the 
brutal handling of the voice or breath. To create a beautiful and homogenous sound, 
Giraldoni recommends that the larynx be slowly lowered on inhalation. The relationship 
between deep inhalation and a slightly lowered laryngeal position has been well 
documented. If the act of inhalation frees the larynx to sit slightly lower than in normal 
respiration, then this ―adjustment of the vocal tract will be accompanied by a reflexive 
elevation of the soft palate and an overall enlargement of the throat cavity.‖
48
  
Early training of singers and their tone was for the most part regulated by the 
teacher‘s ear and ability to guide the student to the desired sound. With the invention of 
the laryngoscope, it became possible to observe direct changes in sound with direct 
changes in laryngeal and pharyngeal positioning. These changes within the vocal tract 
have a direct impact on tonal quality, something discussed in greater depth in chapter 
three. Beautiful tone is what lies at the heart of the bel canto tradition. It appears that the 
positioning of the palate and larynx have a great deal to do with this beautiful sound, for 
if the tone were to fill only the mouth cavity, then the tones emitted would be tight, harsh 
and crude. The correct vocal tone should issue forth as ―round, vibrant and mellow,‖ thus 
―the roundness and the mellowness are created by the low larynx and the expanded 
pharynx, while the ‗‖vibrant‖ quality again issues from strong glottal closure.‖
49
 Garcia 
also acknowledged the positioning of the tongue in the manner described by Giraldoni. 
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Garcia noted that ―as the larynx descends below the position of rest, the entire pharynx 
changes in conformation: the soft palate rises, the tongue flattens and becomes hollow 
along the mid-line toward the posterior part, the pillars of the fauces separate at their 
base, and the soft tissues of the pharynx gain greater tonus.‖
50
 Depending on the 
positioning of the various parts of the throat, the voice may produce a variety of timbres. 
Vocal timbre is also something that can be willed in by the singer as an emotional 
response to text and musical content. 
Because the tongue is attached to the jaw, hyoid bone, pharynx and soft palate, it 
is also an important part of the vocal tract and in singing, and if not used correctly in 
singing, can contribute to faulty tone. The movement and positioning of the tongue 
contributes to the internal shaping of the vocal tract and plays a major role in the 
formation of vowels and consonants. A great deal of advice on the positioning of the 
tongue exists in vocal pedagogy. Recommendations include grooving the tongue, 
flattening the tongue, and keeping in the tongue in the ―ng‖ position or close to the top 
teeth. Any or all of these concepts would seem ridiculous if one knows that the emission 
of ―good‖ or ―correct‖ vowels depends on the freedom of the tongue to assume different 
positions within the throat and mouth, meaning that, should the singer deliver ―good,‖ 
correct vowels, then the tongue has ultimately assumed the correct position for the vowel 
being pronounced. Giraldoni correctly recommends to keep the tongue in a normal state, 
with no tension, as placing an immersion or any prescribed shape in the center of the 
tongue may induce tension rather than free any constriction. As Giraldoni points out, the 
appropriate position of the tongue is perhaps the result of good singing rather than the 
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cause. There is no denying some vocal students use incorrect and at times harmful tongue 
positioning. However, tongue tension most frequently results from faulty emission of 
tone and constriction within the throat, which cannot be corrected by adjusting merely the 
tongue alone, and the most natural and appropriate tongue position may vary according to 
the physiology of the individual. Other voice teachers agree that if the singer does exhibit 
faults connected to the incorrect use of the tongue,  
then the fault does not lie with the tongue itself but with the erroneous formation 
and emission of the vowels. If the tongue is apparently the culprit the remedy 
does not lie in the flattening or otherwise manoeuvring it, but in clearing the field 
around it, thereby permitting it to assume its natural position (that is, natural to the 





In the end the singer‘s resultant tone most accurately indicates if the emission of the tone 
is correct or not. A singer‘s daily practice should always include time for monitoring the 
simple technical aspects of the art so that bad habits, such as tongue tension, do not set in. 
The author refers to this type of work as ―preventative study and examination.‖  
The attack of the tone or more simply the way in which a singer begins singing is 
another area that demands the focus and attention of the singer. Giraldoni mentions that 
the attack of the sound should be executed lightly, maintaining evenness of the breath 
throughout a given phrase or exercise. The ―light blow‖ to the throat should be 
interpreted as a gentle closing of the cords and not in any way as a blow similar to a 
punch. As with appoggio and ―perfect emission,‖ Giraldoni does not go into any depth 
with regard to the attack of the sound or how to practice to achieve a healthy one. The 
attack, or onset, of emission affects ―vibrancy‖ within a tone, and the onset of the sound 
and the idea of vibrancy within a sound, something that has ―been described as the 
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‗caress of the glottis‘ was fundamental to the bel canto system.‖
52
 During the 
seventeenth, eighteenth and nineteenth centuries, singers and teachers recognized that the 
―use of vibrazione‖ and its correct execution gave enormous benefits to the singer and 
helped the singer make the ―most daunting phrases become not only possible to perform 
but a delight.‖
53
 The Italian school of singing considered that all the breath must be 
turned into tone at the vocal cords. There was no mixing of air with voice, all air had to 
be made tone. Thus, 
the bel canto system was built upon the continual ‗caress of the glottis,‘ the all-
important act which took precedence over breathing, tone amplification and 
articulation. Through an understanding of vibrazione and messa di voce, both of 
which depend on isolation for their successful operation, the exclamatory vowels 
could be used in every shade and grade to produce coloring appropriate to the 




As with many earlier works on singing, Giraldoni advocates commencing vocal 
study with the [a] vowel, which is the most open of all the vowels and is often viewed as 
the best vowel with which to begin vocal study. It requires a completely open throat and 
needs optimum balance of register and resonance. Giraldoni advises the student against 
using any hint of closed or open vowel in the early stages; both the closed and open 
vowels are strongly linked to darkening or lightening of the tone and are not essential in 
early training because they hinder the progress of simple emission. The sound that 
Giraldoni advocates is the chiaroscuro (light and shade) sound, the sound that is totally 
balanced in color and therefore in resonance. This sound has long been acknowledged in 
bel canto singing as the ideal tone, and will be discussed in greater depth in the later 
chapters.  
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 Giraldoni continually reaffirms that correct emission is an essential part of correct 
vocal technique, and that the appoggio of the voice helps make the correct emission 
possible. As Giraldoni points out, a variety of problems can develop if care is not taken to 
secure the correct vocal emission by means of correct breath support in early stages of 
training. The ailments referred to in the chapter, such as hoarseness, inflammation of the 
throat and vocal cords, coughs, etc., can all be indicators of incorrect vocal use, and 
although these symptoms can present in a singer due to pathological medical conditions, 
in most cases they are ―most likely attributable to poor vocal technique.‖
55
 These 
symptoms, if not diagnosed and corrected, can lead to greater vocal problems such as 
nodes, polyps, and even hemorrhages, and ―unless a new approach to vocal training is 
taken….there is every reason to believe that the condition will recur.‖
56
 Giraldoni rightly 
suggests that the presence of any of these symptoms in a voice indicates incorrect vocal 
technique, and neglect of technique can lead to loss of confidence, diminished vocal 
ability, and even to a premature ending of the singer‘s career,  
Many singers wish to advance quickly in their studies. It may be wise to heed 
Giraldoni‘s advice of ―gradual growth‖ and take care in the initial stages so that one‘s 
voice, career and health may be left intact for a long time. Many vocal teachers of the 
past advocated this ―gradual growth‖ and it was not uncommon for singers to study 
anywhere from five to seven years before embarking on careers that lasted for decades. 
Giraldoni, like teachers before and after him, advocates that the student be fully aware of 
the actual art of singing before rushing into overly complicated exercises and vocal 
literature. Even when fully versed in his art, the singer should always keep a check upon 
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the basics. G.B. Lamperti agreed with Giraldoni on several of these issues. Unlike many 
of his day, Lamperti did not believe that the music of Verdi and Wagner was harmful to 
the voice. He placed the blame at the feet of teachers and students, saying that 
everyone says that the music of Verdi and Wagner spoils the voice. That is not 
true of perfected voices. And here we have the one cause for the deterioration of 
singing, which no one will grasp and which is nevertheless so simple. The 
insufficiently cultivated voice, which possesses neither the flexibility or the art of 




He went on to say that the ―fatal mistake is rather, that unripe artists take on the most 
difficult tasks before possessing the necessary ability.‖
58
  Closer to our time, the English 
voice teacher Esther Salaman had this to say about teaching young singers: 
Teaching young singers today, I have found it very to hard to work at these 
notions. Students feel extremely competitive amongst themselves, and quantity of 
sound is valued over quality- or so they think. And so it is speed in getting 





Unlike other aspects of our society, becoming an artist is not something that can be 
rushed, and the growth of an artist is something unique to the individual. Perhaps no 
matter the time period, the early Italian adage, "cerca la qualità e la quantita verrà,‖ is 
something that singers today should continue to remember and focus upon. 
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Chapter III: 
 Definition of the diverse registers/records of the human voice; Advice regarding the 
union of these registers/records; fault acquisitions to avoid and the advantages of a well-
united voice. 
 
 Chapter III begins a discussion of the various registers of the voice. For the art of 
correct singing and the creation of a homogeneous sound, the three registers described at 
the outset of the chapter must first be studied independently and then joined so that the 
listener can detect no point of departure from one register to another. The success or 
failure of the singer to do this again hinges on the correct appoggio, or breath support, 
without which, the correct functioning of the registers is impossible. The uniting of the 
registers was a skill that the ―teachers from the old Italian school advocated‖…thereby, 
―uniting or equalizing the registers to avoid a noticeable shift in voice quality from one 
register to another.‖
60
 A vocal register can therefore be described as ―a series of 
consecutive homogeneous sounds produced by one mechanism, differing essentially from 
another series of sounds equally homogeneous produced by another mechanism, 
whatever modifications of timbre and of strength they may offer.‖
61
   
 Register theory is quite often a gray area in singing and theories about how many 
registers the voice contains vary from school to school and from studio to studio. An 
analysis of singing treatises would show that ―the number of registers which are said to 
comprise the singing voice have been variously listed as none, one, two, three, four, five, 
six or seven, with some other teachers of singing insisting that each note in the vocal 
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compass should be called a register.‖
62
 Until the pedagogy efforts of Manuel Garcia II, 
the Garcia of laryngoscope fame, the Italian school followed a two-register theory for all 
voices. Garcia codified a three-register theory that has since become the basis of most 
modern pedagogy. Garcia theorized, however, that women‘s voices contain three 
registers and men‘s voice contain two, a theory also advocated by Lamperti. The two 
registers were named chest voice, or voce di petto, and head voice, or voce di testa. 
Register debate aside, by the time of Giraldoni‘s treatise, the famous vocal pedagogue 
Manuel Garcia had, in his 1847 treatise, established the three register theory.
63
 Prior to 
this, Italian teaching predominately subscribed to a two-register theory consisting of 
chest, voce di petto, and head, voce di testa. Garcia, in his Hints on Singing, states that 
―every voice consisted of three registers, namely, chest, medium and head. The chest 
holds the lowest place, the medium the middle and the head the highest.‖
64
 Giraldoni, like 
Garcia, advocates the three-register theory and divides the voice into chest, middle chest 
and head voice, and he cautions the singer not to confuse register with appoggio; the 
change in the registers is achieved through laryngeal adjustment and not through altering 
or adjusting the point of support. The appoggio, therefore, underpins successful register 
and laryngeal adjustment. The definition of a register can then be more fully described as: 
a type of coordination between two groups of laryngeal muscles in which either 
one or the other of the tensor groups predominates. It is because of the 
interactions between these systems that the vocal folds adjust so that they become 
―thick‖ or ―thin,‖ that the impression of ―higher‖ or ―lower‖ tonal placement is 




                                                 
62
 Richard Miller, National Schools of Singing: English, French, German and Italian 
Techniques of Singing Revisited (London, The Scarecrow Press, Inc., 1977), 99. 
63
 Stark, Bel Canto, 68. 
64
 Garcia, Hints on Singing, 7. 
65
 Reid, A Dictionary of Vocal Terminology, 297. 
 35 
 
giving the singer also the impression of different areas of resonance and register.  The 
point of not getting these two aspects confused is that Giraldoni suggests the chest voice 
should be strengthened first and that this register, and its involvement throughout the 
singer‘s range, gives the voice its timbre, power, intensity and homogeneous quality.   
The first register the author discusses is the chest register. The chest was long 
regarded as the powerhouse of the voice both in terms of color and stability. Lodovico 
Zanconi, the Italian-Austrian composer and music theorist, wrote in his Prattica di 
Musica (1592) that the chest voice was far more pleasing in terms of tone than the 
―shrill‖ and ―penetrating‖ tones of the pure head voice.
66
 Zanconi had very little time for 
the dull head voice and felt that ―chest voices gave more delight than head voices, which 
‗are not only boring and annoying, but in a short time one comes to hate and abhor 
them.‘‖
67
 He went on to say that ―dull voices can never be heard and may as well not be 
there.‖
68
  It should be noted that the writings of Zanconi pertained more to the male 
voice, as women of the time were not allowed to sing publicly in any formal established 
group; head voice, as Giraldoni notes, is the most natural register in the female voice, and 
he discourages men from utilizing the head voice in performance. 
 The birth of the solo voice coincides with the birth of opera and this new style of 
solo singing was strongly influenced and encouraged by the members of the Florentine 
Camerata. Giulio Caccini, one the Florentine Camerata‘s most influential members, 
wrote about the new style of solo singing in his Le Nuove Musiche (1602). Caccini, like 
many writers on singing, referred to the voice has having two registers, which he called 
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voce piena e naturale (full and natural voice) and the other as voce finta (feigned or false 
voice, i.e. falsetto). He, like Zanconi, detested the latter, preferring the full and natural 
voice. He described voce finta as breathy and lacking nobility, and not capable of 
achieving the greatest technical feat in singing, the messa di voce.
69
 Moving closer to 
Giraldoni‘s time, even Garcia noted the power that belonged to the chest voice and stated 
that ―in men‘s voices, as in women‘s, the three registers co-exist, but the chest 
predominates.‖
70
 He also stated that the chest voice was the most basic essential voice of 
both female and male.
71
  
The fact that little attention is given to the chest register in the female voice is a 
twofold issue. Women, particularly sopranos, tend to sing mostly in head voice and quite 
often have little in the way of chest extension, this, according to Giraldoni, making the 
voice weaker overall. The other issue is one that concerns national schools of singing. 
While ―the introduction of chest timbre is common to singers trained in the historic 
Italian school…it is largely shunned among singers who have emerged from the 
Nordic/Germanic tradition.‖
72
 The use of the chest voice in moderation and with care 
strengthens vocal tone and provides the singer, especially the female vocalist, with a 
greater interpretive and emotive palette. It is important to note that Giraldoni wrote his 
treatise at the time of Verdi‘s later compositions and around the time of the birth of the 
verismo school. While the bel canto tradition in singing and voice pedagogy was still 
held in high regard, text, as opposed to sheer beautiful line, was growing in emphasis and 
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importance. The growth in size of the orchestra also added to the need to find powerful 
voices that could carry above the music and fill increasingly large auditoriums.  
 The suggestion of adopting the [a] vowel, both here and in the earlier chapter, for 
the purpose of early study is not uncommon. Securing the [a] vowel is important for the 
freedom of the vocal tract in all areas, but at the same time it does not mean that all other 
vowels will automatically be correct. The correct formation of the [a] vowel means that 
the lips will slightly part as the jaw naturally lowers and the larynx drops. The tongue lies 
flat, but not depressed the singer finds that tongue constriction and other tightness within 
the vocal tract is greatly avoided.
73
 The ability to move freely from one tone and vowel to 
another lies in the singer‘s ability to keep that parts of the vocal tract agile and moveable, 
without inducing any tension within the vocal tract. Many singing texts refer to what 
Giraldoni describes as ―relinquishing entirely of the throat,‖ and the use of the [a] vowel, 
as Giraldoni suggests, or any open vowel was and is considered a healthy way of 
strengthening the voice.
74
 ―Relinquishing the throat‖ means that the breath or appoggio 
becomes responsible for support of the voice. Time without doubt plays an important part 
of any vocalist‘s development. Giraldoni mentions that if some of the notes are resistant 
to come out than one should sing as far as possible without resistance and than gradually 
extend outward by dragging the voice from the last good note to the notes beyond, 
moving one by one. The real key to producing the homogeneous sound, the chiaroscuro, 
is to have the voice, either male or female, blending and moving imperceptibly between 
the registers or resonances that make up the individual voice.  
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 Because the chest voice ordinarily corresponds most closely to the speaking range 
of the voice,
75
 it can be the easiest register to start vocal strengthening and study. By 
establishing the chest voice, without any force, with good clean and effortless emission of 
tone, the voice‘s true individual nature can be established, and the singer may more easily 
find freedom to find his breath and the appoggio, or point of support, as Giraldoni 
suggests. Giraldoni does not offer any suggestions or exercises to help the singer 
strengthen the chest voice, however, and although he notes that the chest voice can be 
particularly weak in the soprano voice, he offers no tangible solutions to correct the issue. 
G. B. Lamperti also observed the importance of identifying the chest register, and notes 
in his 1905 Technics of Bel Canto that ―some coloratura sopranos have no developed 
chest register.‖
76
 Lamperti remarks that ―to determine the natural registers of any voice 
requires the experience and acute ear of the teacher,‖
77
 and goes even further than 
Giraldoni to recommend specific vocalises like these to identify the chest register and 
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Other more modern vocal pedagogues have also recognized the importance of the chest 
register, and have provided more concrete and helpful advice than Giraldoni on how to 
identify and improve this area of the voice. Richard Miller, for example, suggests ―brief 
legato descending patterns, such as 5-4-3-2-1, …sung in the low range entirely in head‖ 
then repeating the pattern, adding a ―head/chest mixture‖ to the bottom notes, then a 




Giraldoni‘s discussion of the chest register ends with pointing out the pitches 
where change is usually felt within the different vocal categories. The ranges given for 
the chest register of each category of voice are as follows: for the soprano and the mezzo-
soprano, low ‗C‘ to ‗A Flat‘ or ‗A‘, for the Contralto no higher than the ‗A‘, for the tenor 
no higher than ‗C‘ or ‗D‘ fourth line, the baritone is the same as the soprano and the bass 
should not carry the chest past the ‗A‘ Flat. The notes of the chest register are important 
for establishing the foundation of the voice, the appoggio, and for adding color to the 
sound. Giraldoni provides more detail in regard to the use of and application of the 
registers in the section devoted to register unification.  Giraldoni‘s strict classification of 
points of register change is perhaps a little misleading. To make every voice change on 
the pitches indicated above would suggest a method that in some cases may lead different 
voices into difficulties. G. B. Lamperti makes a more flexible observation about change 
of register: ―A given voice should not be classified simply according to its actual 
compass, but also according to its timbre. As for the correct employment of the registers, 
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general rules can hardly be formulated.‖
80
 Registration also implies properties of 
resonance and within the male voice types alone, different singers, even if they are the 
same voice type, may feel different changes of register and resonance at different points 
within the scale. Giraldoni‘s areas of register change are brief and very approximate and 
as already mentioned would possibly create difficulties for some voices, should they 
choose to follow strictly his guidelines. Richard Miller gives a more detailed and useful 
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No doubt there are points within every singer‘s voice where shifts of register and 
feelings resonance either change or shift. Overall it is the physiology of the individual‘s 
vocal mechanism that determines the position of registers within a voice:  
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functionally a vocal register is a product of two parts; 1) a phonation component – 
consisting of vocal fold vibration, glottal shape and airflow – that produces the 
fundamental frequency of vibrations which is perceived as pitch; and (2) a 
resonation component – consisting of acoustic couplings of both subglottal and 
supraglottal systems to the larynx – that produces the harmonic spectrum, which 




These factors are responsible for the various vocal groupings within vocal categories.  
 
The Mid-Breast Register, the mezzo petto, is more commonly referred to as the 
middle voice, that part of the voice lying between the bottom and the top sections of the 
vocal range, the encompasses the group of notes that join the two opposing ends of the 
voice. The middle voice is of utmost importance in joining and unifying the voice and is 
―the crucial area in determining whether or not smooth register negotiation will take 
place from the lowest to the highest range of the singing voice.‖
85
 Modern terminology 
also makes use of the term ―mixed voice,‖ which serves to imply the exact same blending 
of the registers. The mixed or middle register ―is the result of blending the qualities of 
head and chest registers (heavy and light mechanisms) in the middle of the voice, 
approximately one third of the entire singable range.‖
86
 The pitches at which a singer 
may feel where these subtle changes occur are arbitrary and dependent upon the 
individual‘s voice. These points of change, or registers, can vary greatly even within one 
voice type, such as a dramatic soprano and a coloratura soprano, and any effort to have 
both fit into the same mold, where registers are concerned, could be disastrous. Any 
                                                 
84
 Clifton Ware, Basics of Vocal Pedagogy (New York: McGraw-Hill Humanities, 1997), 
112. 
85
 Miller, The Structure of Singing, 118. 
86
 Ware, Basics of Vocal Pedagogy, 116. 
 44 
effort to determine vocal classification made by singer or teacher ―must take into account 
the location of pivotal points, without, however, relying solely on them.‖
87
  
As already noted, Giraldoni advocates a three-register theory for female voices 
but only two registers for male voices. The tenor, baritone and bass, according to 
Giraldoni, simply carry this voce di mezzo petto to the extremes of the range. The whole 
section is somewhat ambiguous, as in his citing of cases such as Duprez‘s famous high 
―C‖ from the chest, he implies that these upper notes and also those of Tamberlick were 
chest notes that contained head resonance. If this is the case it would then seem to 
indicate that a third register is indeed involved in the male high voice.  
Giraldoni‘s distinction between the bass-baritone and the baritone-tenor is also 
very interesting. From the examples of the two voice types Giraldoni gives, those of 
Coletti and Ronconi, we can assume that for the most part the repertoire of the two voices 
was very similar. What distinguishes the two voices is the quality of the voice in the high 
range, from high F to high A. Both Coletti and Ronconi were certainly two of the most 
distinguished singers of their day. Giraldoni implies that Coletti was a baritone whose 
voice seemed to resemble more of a bass, while Ronconi was closer to that of a tenor. 
Coletti‘s voice had a wide range but lacked the unbelievable power that Ronconi 
possessed in the upper register. The former even excelled in the works of both Verdi and 
Wagner, and while only a few early recordings exist one can easily hear the bass quality 
in the voice. No recordings exist of Ronconi, but historical accounts indicate that while 
his voice was not always beautiful, in tune or elegant, he possessed a power that was 
unrivaled both in terms of sheer volume and dramatic color. With a voice able to create 
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larger than life characters, particularly those found in the works of Verdi, Ronconi, in 
many ways, ―was the prototype of the ‗modern‘ Verdian baritone.‖
88
 a baritone voice 
capable of producing a great emotional effects and power in the notes that lie above the 
bass clef.  
 The Head Register: While the training and guidance of the head voice is 
certainly important to the development of the female voice, Giraldoni believes the head 
voice in the male singer is only that of a useless falsetto. In many ways the author seems 
to be somewhat unsure of his exact point with reference to the male singer. His view of 
the registers indicates that he, like many early writers on singing, believed that the male 
voice had two registers, chest and falsetto, and the female voice had three registers. 
According to modern pedagogy, the male voice has three registers in modern pedagogy. 
The first register extends from the lowest to the area of the primo passaggio. The middle 
voice extends to the secondo passaggio, going from there to final register, the voce di 
testa, or head voice. After passing the second passaggio point, the male voice then enters 
the ―legitimate head voice (voce di testa), a range extending a fourth or a fifth in most 
male voices.‖
89
 Giraldoni‘s two-register theory for the male voice is more understandable 
when considered with an historical perspective. He points out the historical use of falsetto 
by earlier tenors was principally for embellishing cadences and other ornaments. He goes 
on to say that the public no longer appreciated the use of the falsetto voice for high notes 
in the male voice. In the same breath, he notes that it is appropriate to use the male 
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falsetto voice, if it is strongly connected to the ―mid chest‖ voice. While Giraldoni gives 
indications for finding this register, chiefly the idea of voice production in the pharynx 
and mouth, free throat and lowered soft palate, the precise nature of Giraldoni‘s head 
voice remains very unclear.  
 Historically the tenor voice, prior to the famous high ‗C‘ of Duprez, used a very 
light vocal emission to accomplish the singing of the upper limits of the voice, ―either 
voce di testa (which we now call falsetto), or a technique that was called voix mixte 
(mixed voice), or voce di mezzo petto (half chest voice).‖
90
 Many writers on the art of 
singing have commented on this part of the vocal mechanism, using other terms such as 
voce finta (feigned voice) and fistula-voice  (fistelstimme). These terms can be added to 
list of terms whose meaning is neither precise nor informative but nevertheless ―leave the 




 The pharynx, or throat, consists of three major cavities, the laryngopharynx, 
oropharynx and nasopharynx.
92
 Pharyngeal adjustments of these three parts, freeing them 
of constricting tensions, provide the gola aperta, the open throat that is so desired by 
classically trained singers. Even though he rejected the terms voix mixte and voce di 
mezzo petto, Garcia certainly shared similar thoughts on the production of the male 
voice‘s high notes. Garcia claimed that: 
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if, while the glottis alone vibrates and all other parts of the instrument are relaxed, 
one moderately increases the pressure of the air, one can obtain and increase of 
brilliance in intensity, but never an increase of volume. One can conceive the 
immense advantage which the male voice can draw from these observations, 
completely new in theory, and too rarely applied instinctively by some artists. 





The incredible effects upon the voice that Giraldoni refers to may be the same effects 
here that Garcia describes, that the voice can find a new brilliance that may translate into 
volume but not have the same breath pressure problems that occur with sheer increase in 
the breath pressure. Caruso alludes to the same; when discussing the registers of the male 
voice and the way in which high notes should be formed, Caruso echoes most of 
Giraldoni‘s thoughts on the matter. Caruso does not find the falsetto to be legitimate part 
of the voice. According to Caruso,  
the voice is naturally divided into three registers – the chest, medium and head. In 
a man‘s voice of lower the last is known as ―falsetto,‖ but in the case of a tenor… 
and indeed the other male voices who still possess the falsetto … he may use a 
tone which in sound is almost falsetto, but is really a mezza voce, or half voice. 
This latter legitimately belongs to a man‘s compass; a falsetto does not. The most 
important register is the medium, particularly of tenors, for this includes the 
greater part of the tenor‘s voice and can be utilized even to the top of his range if 
rightly produced. In the matter of taking high notes one should remember that 
their purity and ease of production depend very much on the way the preceding 
notes leading up to them are sung. Beginning in the lower register and attacking 
the ascending notes well back [in the pharynx, and in the same way that Giraldoni 
describes] a balance must be maintained all the way up, so that the highest note 
receives the benefit and support of the original position of the throat, and these is 
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 The classically trained singer aims to achieve an evenness of sound and vocal 
quality throughout the entire compass of the voice, or Union of the Registers.  The 
correct unification or blending of the registers of the voice results in a more 
homogeneous sound quality. Most issues concerning register unification occur in the part 
of the voice also referred to as the zona di passaggio, which lies between the voce di 
mezzo petto, or middle voice, and the head tones. This area, if not treated correctly, can 
cause a great amount of difficulty to many singers. According to Giraldoni, the treatment 
and practice of the upper middle part of the voice, the area that links the lower register 
with the upper register, should be the focal point of the student‘s practice; both student 
and teacher can detect and identify areas of register change, but the goal is that the 
listener perceives a vocal seamlessness. The blending of the registers into one sound 
indicates mastery of classical bel canto voice training, regardless of one‘s opinion on how 
many registers any one voice may possess.  
Giraldoni makes the suggestion that when training the voice, the teacher must 
instruct the student on the correct way of making the registers overlap in order to avoid 
and eliminate any breaks between registers. In order to achieve this, Giraldoni advocates 
weakening the last two notes of a register in order that they may participate in the next 
register. Mathilde Marchesi, a former student of Garcia, also advocated this concept 
regarding register unification. The premise of this practice is to allow the notes that lie at 
the end and beginning of the different registers, the notes that seem weaker within a 
register, to begin participating with each other so that the color from one register transfers 
to the next and throughout the entirety of the vocal range. Like Giraldoni, Garcia 
cautioned, especially with regard to the female voice, that the chest register should be 
 49 
well established before commencing this study: ―When the chest voice has been well 
established (which should be done in a few ways), the student should immediately work 
to blend that register with the next.‖
95
 While this ‗caution‘ applied to the female singer, 
the male student was also urged to take caution when beginning this study.  
Luigi LaBlanche, the famous nineteenth century basso, offered the following on 
the unification of the male registers: 
the two registers of the male voice frequently afford unequal sounds, which would 
produce a very disagreeable effect if the ability to unite them could not be attained 
by study. The highest notes of the chest are very strong, by the effort which they 
require, whereas the first head tones are often feeble. Hence it is necessary to 
apply oneself to strengthening the latter and softening the former. As our organs 
permit us to use the extreme sounds of one register in the next register, the best 
manner of uniting the two kinds of sounds is to begin by making a single sound 




Many other nineteenth century treatises echo the idea of extending the chest voice, with 
great care, beyond the singer‘s natural limits. Carlo Bassini advises the student that,  
care must also be taken not to lessen the force or intensity of the chest note, in 
order to give the medium note all the strength of which it is capable. One of these 
registers is always the weaker of the two, and the greater strength generally lies in 
the chest voice: in order to equalize the two, it would seem at first natural and 
proper to reduce the power of the stronger to a level with the weaker; but this is 





Bassini‘s comment supports Giraldoni‘s advice that the chest register needs some power 
but does not need over-strengthening. The singer who makes every effort to sing in pure 
chest voice and continues strengthening this range beyond its natural limits with no 
adjustment potentially sacrifices the beauty and the longevity of his singing life. Mattia 
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Battistini, arguably the greatest baritone of the late nineteenth and early twentieth 
centuries, felt that to do so was to break one of the great technical rules in singing, for ―if 
he allowed himself to indulge in this bad habit merely to prove to his public that he had a 
low register, he would have compromised his high register and flexibility, acquired a 
pronounced vibrato, and considerably shortened his career.‖
98
  
Skillful technical singing according to the bel canto model requires studying the 
registers and then joining them to create homogeneous tone. Other great singing teachers, 
including Mathilde Marchesi, advocated the importance of obtaining and gathering the 
―intimate knowledge‖ of the voice. Marchesi, who taught a number of famous female 
singers of the late nineteenth and early twentieth century, echoes many of Giraldoni‘s 
sentiments, particularly those to do with registration. She advocates three registers for the 
female voice, saying that the registers are ―the alpha and the omega of the formation and 
the development of the female voice, the touchstone of all singing methods both old and 
new.‖
99
 Like Giraldoni, she attributes the study of the registers as the most important part 
of developing a homogeneous voice, and scientific understanding of the voice is 
indispensable in helping to train ―difficult voices and in correcting the numerous faults of 
emission that each pupil brings, the results of either bad habits or inferior training.‖
100
  
Today‘s singers and teachers, like those of the late nineteenth century, believe the 
study and the application of the various elements of the singing technique are important 
so that the singer can, even if slightly indisposed, still perform and give of his best to his 
public. Knowledge is the most important aspect of the singer‘s technique and that 
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knowledge allows the performer to go on stage even if all the circumstances are not 
completely ideal. The aspiring young singers of the later nineteenth and early twentieth 
century sought to earn the title of ―artist‖ through great dedication and study, and 
through, as Giraldoni puts it, ―a tireless study of the mysteries of the voice.‖ It seems 
fitting to let Mattia Battistini, one of the most outstanding singing artists of all time, 
contribute the last words on how to achieve the level of a ―melodramatic artist‖: ― My 
advantages lie in cantilena, in the softness and the agility of the voice, in timbre, in a 
word, in musicality…. One must develop these qualities all one‘s life to be renowned for 
them…then you will be a real artist, an intelligent professional, and you‘ll know how to 
preserve the voice into old age – however much you sing.‖
101
   
 
Chapter IV: 
 Primary exercises for the singer/a profitable way to practice. 
Giraldoni dedicates Chapter IV to recommendations on what and how best to 
study and practice. Three categories for the exercising the voice include exercises for the 
simple emission of the sound, exercises based upon the different intervals of both the 
major and the minor scale, and exercises for the acquisition of agility. This third category 
is more of a style guide to various ornaments that can be used, how to execute them and 
where and when they may be tastefully interpolated into the music.  Unlike many other 
treatises of this time period, such as those of Marchesi, Delle Sedie and Lamperti, 
Giraldoni does not provide a detailed list of scales and exercises that should be used. 
Instead he provides verbal descriptions of how each category is to be executed and leaves 
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it to the teacher or singer to compile a list of exercises that best suit the needs of the 
singer‘s practice. The chapter is never intended to represent a full ‗method‘ of the art of 
singing as was advocated by the other treatises mentioned as the author expected that the 
more particular details of the singing should be left to the singer‘s teacher. 
The first exercise for the acquisition of simple emission is the practice of the 
messa di voce. The messa di voce is broken down into three parts: the sound that moves 
from soft to loud, the sound that moves from loud to soft, and finally the sound that 
crescendos from soft to loud and back to soft again. Opinions of the exact way to achieve 
messa di voce have always been subject to controversy. Most teachers, past and present, 
agree that exercising and achieving the messa di voce is one of the true tests of fine 
singing. Messa di voce is also an area in vocal study that unites both voice teaching and 
voice science. The messa di voice and its traditional use in vocal training indicate that it 
has been always considered the ―ultimate test of vocal co-ordination, since it requires 
critical control and balance of glottal closure, subglottal pressure, registration and timbre. 
This view is echoed by some voice scientists.‖ 
102
  Historically the use of the messa di 
voice has been recognized as an integral part of bel canto singing. Early writers and 
composers have all emphasized the importance on this technique. Caccini noted that 
many gradations of the sound existed between piano and forte and that the breath was 
responsible for executing such sounds. One of the earliest and most flowery descriptions, 
though, comes from the seventeenth century madrigalist, Domenico Mazzocchi. In the 
preface to a published book of five-part madrigals, Mazzocchi stated: ―to perform his 
compositions, one must gradually increase both breath and tone, or sweetly increase his 
                                                 
102
 Stark, Bel Canto, 116. 
 53 
voice in liveliness but not in tone; then he should gradually quieten it and make it smooth 
until it can scarcely be heard and seems to be coming from the depths of a cavern.‖
103
 
Until Tosi first used the term messa di voce during the eighteenth century, the technique 
was referred to as the crescendo-decrescendo. Just as it was for the eminent teachers of 
the seventeenth century, the mark of the truly accomplished artist was the newly named 
messa di voce. Tosi described the messa di voce by saying: 
[messa di voce] consists of letting the voice come out softly from the least piano, 
so that it goes little by little to the greatest forte, and then returns by the same 
artifice from the forte to the piano. A beautiful messa di voce in the mouth of a 
professor who is not stingy with it, and does not use it except on the open vowels, 
will never fail to make the greatest effect.
104
   
 
Giraldoni implies that the messa di voce requires not only the appropriate laryngeal 
action, but also the correct application of the breath, the appoggio. Likewise, 
Giambattista Mancini, writing in 1774, believed that,  
the most necessary thing for success, is the art of knowing how to conserve the 
breath, and manage it. I repeat that the scholar should not presume to be able to 
execute the messa di voce if he has not first acquired, in the manner described 
above, the art of conserving, reinforcing and taking back the breath: since on this 




Modern opinions, such as those of Richard Miller and William Vennard, 
diametrically oppose one another in terms of how to achieve the messa di voce, but both 
still advocate the use of messa di voce to develop a complete and equalized sound. 
Vennard indicates that the correct execution of the messa di voce heavily integrates into 
elements of registration, and that the crescendo and decrescendo on a single pitch are the 
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result of moving between registers also on the given pitch. 
106
 Richard Miller, on the 
other hand, supports Giraldoni‘s view that the breath governs the ability to produce the 
messa di voce. Miller suggests that the ―core‖ of the voice must be present throughout the 
exercise and that any use of falsetto weakens vocal cord closure, the exact thing that the 
exercise is designed to correct. In contrast to Vennard, Miller says emphatically:  
the suggestion to go from ‗chest voice‘ to ‗head voice‘ in the messa di voce 
exercise is to be avoided at all costs (although recommended in some 
pedagogies). No fundamental altering of muscle participation occurs during 
sustained pitch; messa di voce involves no abrupt change in crycothyroidal-
thyroarytenoidal balances. (How could such action possibly be considered 
appropriate to a sustained note in the upper region of the voice, for example?) 
Sudden drastic shifts in muscle balance among the internal adjustors of the vocal 




In the views of some teachers closer to Giraldoni‘s time, such as Garcia and 
Francesco Lamperti, they considered the messa di voce an exercise for the most advanced 
student. They also held the breath and the management or support of the breath to be the 
most important aspect of good singing. The breath, the support or the appoggio, that lay 
at the heart of Giraldoni‘s teaching, was also central to their teaching and to the 
achievement of the perfect messa di voce, and the ―spun sound‖ that Giraldoni refers to in 
Chapter IV. Garcia made reference to both of these sounds in his treatise of 1841, saying 
the messa di voce [which he also called the sons files and spianato di voce] was the best 
test of breath support; he said that the exercise is not meant for beginners, since it 
―requires the singer to be expert in the control of the breath and of the timbres.‖
108
 The 
falsetto, along with changes in register, laryngeal position, pharyngeal position and 
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timbre, constituted the art of the exercise for Garcia. Garcia, like Vennard, opined that 
registration played a major role in the messa di voce.  Garcia described the exercise:  
The student will begin the tone softly in the falsetto and in somber timbre. As we 
have seen this procedure makes the larynx firm and contracts the pharynx. Then, 
without varying the position, and, as a result, the timbre one will pass into the 
chest register, fixing the larynx more and more firmly in order to prevent making 
the abrupt movement which produces the hiccough at the moment of the 
separation of the two registers. Once established in the chest register, one will 
raise the larynx again and will dilate the pharynx again to clarify the timbre in 
such a way that toward the middle of the duration of the tone, the student will do 
the reverse; that is to say that before passing into the falsetto register, at the 
moment the voice is diminished he will darken the chest tone again fastening the 
larynx low and contracting the pharynx in order to support it and avoid the jerk of 
the change of registers. Then he will pass slowly form the chest register to the 
falsetto; after which he will relax the pharynx and extinguish the tone. I deduce 
this rule from the physiological fact that the larynx, being held low by the somber 
timbre, can produce the two registers without being displaced. Now, the 
displacement produces the hiccough which so disagreeably separates the one 
register from the other. 
109
   
 
In the same way that Miller and Vennard differ with regard to the exercise, so too 
do Garcia and Francesco Lamperti. Lamperti held the opinion that the breath governed 
the execution of the messa di voce. Like Giraldoni, Lamperti believed the appoggio of the 
voice was essential to all aspects of singing and most essential to the messa di voce. To 
Lamperti, the term appoggio broadly encompassed many aspects of singing technique. 
Just as Giraldoni includes the action of commencing the tone, the onset, in his exercise, 
so does Francesco Lamperti. This appoggio, or support, was to him a ―term that referred 
not only to the balance of inspiratory and expiratory muscles, but also to vocal onset and 
glottal closure, position of the vocal tract, airflow and breath pressure, legato, the messa 
di voce and even good intonation.‖ 
110
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 Opinions over how to execute messa di voce are divided among teachers of 
singing; teachers agree, however, about the exercise‘s importance to a singer‘s daily 
vocal practice. Giraldoni‘s advice is in keeping with the advice of other contemporaneous 
as well as modern works on the art of singing. His views combine elements of both 
Garcia and Lamperti, and in more recent times, those of Miller and Vennard. His advice 
about lowering the soft palate and taking the voice to the antrum of the pharynx would 
seem to advocate Garcia‘s concept of the exercise. On the other hand, Giraldoni supports 
the importance of breath support and that there be no change in color, which is more in 
keeping with the views of Lamperti. Interestingly, Giraldoni does cite the involvement of 
the cricoid-thyroid cartilages in the execution of the exercise, noting that breaks appear 
when their involvement is too great. These muscle groups, though, do not play a relevant 
role in the increase and decrease of volume on a given pitch. These muscle groups are 
actually responsible for the stretching of the vocal folds via a tilting action, and therefore 
the changes associated with pitch. The cricothyroid muscle ―… joins the cricoid and the 
thyroid cartilages, and, by pulling the cricoid cartilage forward and downward, stretches 
the vocal folds.‖ 
111
 The contraction of these muscles causes the thyroid and cricoid 
cartilages to tilt, with: 
the thyroid moving forwards and the cricoid moving backwards. This action 
causes the vocal folds to stretch and create a change in pitch. The muscles of the 
vocal folds have the potential to draw the thyroid and the arytenoids cartilages 
closer together. It is thought that when this happens the vocal folds become 
thicker and create a heavier, chest sound. Excess tension on these muscles is 
considered responsible for register breaks.
112
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Whatever the opinion on how to produce the messa di voce, the breath and its 
management are essential to the successful execution of the exercise. 
The final section the chapter is comprised of suggestions on singing and on style. 
Giraldoni recommends that the singer gather together a series of exercises that benefit his 
individual practice periods. Giraldoni suggests that exercises on the minor second 
increase ―elasticity‖ in the throat, and help to unite the registers.  Teachers have long 
advocated interval practice, particularly via scales based on movement by half steps, for 
the equalization of the vocal registers. Giraldoni‘s advice on interval practice is 
somewhat unclear, but he is opposed to dragging the sound and recommends a light 
lowering of the soft palate.  
Giraldoni dedicates the final section of the chapter to aspects of agility, or more of 
a ―crash course‖ in vocal articulation and effects. Early treatises on the art of singing, 
such as those by Tosi, Agricola, and Caccini, provide testament of the great importance 
placed on the mastery of certain vocal effects, particularly those involving extreme vocal 
agility. Giraldoni was writing at the time of the rise of the verismo opera movement in 
Italy in the late nineteenth century, which marked a great shift away from the more florid 
music of the bel canto era toward a more declamatory style of singing. While many of the 
vocal effects Giraldoni describes might have been declining in popularity at the time, the 
mastery of these effects and knowledge of how to execute them is still of use to singers of 
Giraldoni‘s time, as well as today‘s singers.  
The acquisition and practice of vocal agility should be part of any good vocal 
regimen and Giraldoni notes that its practice and acquisition provide great advantages to 
the singer. Teachers have long recognized that agility is an essential element in singing 
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practice, should the singer wish to achieve balance and ease of vocal emission. Just as in 
gymnastics both strength and flexibility are inseparable, so too in singing are the aspects 
of agility and sostenuto, or sustained singing. In singing terms, these two aspects of 
technique give the singer strength and flexibility. While a reader may consider the 
practices outlined here as outdated, there are several modern pedagogues and singers who 
place major value on the practice of agility exercises, whether it be for specific vocal 
effects, exciting passages of fioratura, or for the emancipation of the breath. Sustained 
singing improves by studying agility, for: 
there is a danger in sustained singing, especially when the tessitura is high and the 
writing dramatic, to fix an energy level. At such moments, the imagination is 
kindled, the flow of the adrenaline increases, the body is keyed up, and the full 
athleticism of the singer is brought into play. Such passages risk introducing 
tension and subsequent vocal fatigue. How can a singer reveal the powerful sweep 
of the voice and still remain free? The answer lies in the agility factor. Even if the 





 Giraldoni advises that above all things the singer pay attention to the acquisition 
of legato singing, which has long been acknowledged as the most essential form of vocal 
articulation of the classically trained voice.
114
 Teachers closer to Giraldoni‘s time also 
supported his thoughts. Both Lampertis indicated that legato was the most important 
aspect of vocal articulation. Francesco Lamperti stated ―he who sings without legato 
cannot sing (chi non lega non canta) and that the two things that render the human voice 
superior to every other instrument are the power of legato and the variation in color.‖ 
115
 
His son believed the singer should ―observe a strict legato, a smooth and unbroken 
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passage from one tone to the other.‖ 
116
 Even amongst today‘s pedagogues, it would hard 
to find one who did not consider the legato of great importance. Legato in classical 
singing is so important that ―it can be said that the only musical instrument (excluding 
electronic instruments) capable of true legato is the human voice. Pitches, intensity 
levels, voice colors, and vowels can all be changed without discrete breaks in the tone, 
due to the elastic properties of the singing muscles.‖ 
117
  
A number of treatises and writings on singing address the ribatutta and the 
grupetto, including those of Garcia, Stockhausen, Delle Sedie, Marchesi and Lamperti. 
These two types of vocal articulation, or more accurately, ornamentation, were 
considered dramatic extensions of the trill. The ribatutta, also named the ribatutta di 
gola, is ―a strongly dotted rhythm redolent of a sob,‖ while the grupetto is the grouping 
of notes that form the turn or mordent.
118
 Early treatises and collections of vocalises 
dedicated to the practice of specific vocal effects offer advice about stylistic execution, 
such as where accents should be placed or which notes within the group should be 
approached forte or piano. Actual detail surrounding the technical act of singing the 
ornaments runs little deeper than the advice to keep things smooth and without any trace 
of jerkiness. The term granita Giraldoni mentions refers to producing each note of the 
scale or group cleanly so that every note is clearly audible and distinct from its neighbors, 
something that he advises the student to strive to gain.  
Giraldoni notes that the ―colpa di petto,‖ (blows of the chest) must be achieved 
with a smooth contraction of the diaphragm. He provides no definition of colpa di petto; 
                                                 
116
 Brown, Vocal Wisdom, 12. 
117
 Stark, Bel Canto, 165. 
118
 Ibid., 160. 
 60 
this action may be something that is achieved in the same way the staccato is achieved. 
Modern pedagogy recognizes the important relationship between staccato and the 
muscles involved in breath management. According to voice teacher Lois Alba, ―the 
study of staccato is very important to the acquisition of true agility.‖
119
 Richard Miller 
notes, ―the feeling of suppleness in fast moving melismatic passages is akin to the 
umbilical-epigastric movement experienced in rapid silent panting. This movement in the 
anterior abdominal wall resembles quick staccato onset activity, incorporated, however, 
into the articulated legato.‖
120
  
Many of the early treatises regarded the mastery of the breath as the foundation of 
healthy singing. Teachers and singers only embarked upon teaching and practicing 
exercises in later study once breath was firmly in place. This recommendation appears 
time and again throughout Giraldoni‘s treatise. The first exercises that should concern the 
singer are those relating to tone emission, keeping all early exercises relatively simple. 
With regard to agility exercises, Richard Miller agrees, ―only after mastery of the less 
complicated agility vocalises should the singer move onto the more difficult 
exercises.‖
121
 Exercises for agility have broader vocal benefits because agility has a 
beneficial effect on the breath; therefore, vocal exercises and passages in the literature 
that require the use of supple vocalization can only be ―mastered after the singer has 
acquired the coordination of the breath with the sound itself‖ and a total release of any 
conscious control of the throat.
122
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According to Giraldoni, both the trill and the grupetto should be executed with a 
smooth legato line, a recommendation Garcia echoed. Garcia believed the defect of the 
trill was the lack of good control at the level of the glottis, and like Giraldoni, he 
indicated that the poor trill gave the sound effect of a little goat or horse. In his Hints on 
Singing, Garcia provides an answer to problems associated with the trill. He observes, 
―false intonation, caused by the intervals being too narrow or too wide; rattle of glottis or 
short aspirations, producing he trill known as the trillo caprino or cavallino; jerks of the 
diaphragm instead of glottic action; the drawing in of the voice as soon as the oscillations 
begin, which causes a disagreeable noise. In singing a trill the voice ought not to be 




The use of tremolo, which Giraldoni urges the singer to avoid, has had very 
different connotations over time. In vocal history, the terms tremolo and vibrato were 
sometimes used interchangeably. The tremolo Giraldoni admonishes singers to avoid is 
what we today refer to as ―wobble,‖ the abnormal oscillation of pitch on a single pitch. 
While tremolo can refer to a vibrato that is too slow, it has also been used in the twentieth 
century to indicate a vibrato that is too fast.
124
 If the definition of a trill is a musical 
ornament that is characterized by ―a rapid fluctuation between two distinct pitches of a 
diatonic scale a major or minor second apart,‖ then what Giraldoni is urging the singer to 
avoid is the earlier type of ornament referred to as the trill in the writing of Tosi.
125
 Tosi 
referred to the trillo as a caprino (goat-bleat). The recommendation to support the 
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grupetto in the back of the throat could easily be applied to the trill if one chose to follow 
Tosi‘s advice. He advocated that the best trill was that produced from the throat while the 
caprino ―causes laughter because it is born in the mouth like a laugh.‖
126
 Giraldoni‘s 
sincope, fainting effect, is the study of vocal syncopation. The displacement of the beat 
that occurs in any syncopation creates a fainting effect. Exercises based on the 
syncopation of the beat are in many collections of vocalises, such as those of Vaccai and 
Marchesi.  
Undoubtedly the practice of exercises that encourage agility and suppleness of the 
vocal apparatus provide great benefits for the voice and should be considered an essential 
part of any vocal study. The acquisition of agility is important and ―essential for the 
artistic singer from the point of view of elasticity and softness (pliability) as well as the 
style of bravura (brilliant singing).
127
 The development of ornamentation in vocal music, 
a trend that started in the late Renaissance was in no way a new practice during the late 
nineteenth century. Discussion of vocal ornamentation had been going on since the early 
seventeenth century and descriptions regarding the usage and execution of several 
ornaments, most notably the trill, have changed markedly within generations and most 
definitely from the time of Caccini to the time of Giraldoni. History, then, may very well 
dictate both definition and application of many of the vocal ornaments. Singers should 
definitely heed Giraldoni‘s advice, however, and dedicate daily practice to exercises 
designed to help strengthen vocal flexibility.  
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Chapter V: 
The necessity of vocalization and recommendations on the emission of the different 
vowels. The application and study of articulation. The necessity for good pronunciation 
and the many effects that it possesses 
The importance of correct vocalization has already been mentioned. Once the 
student is secure in the knowledge of how to breath correctly and has found the correct 
support (appoggio) of the voice, he needs to move onto more intricate and complex forms 
of vocalization. The vocal exercises called ―vocalizzi‖ usually made up the larger portion 
of earlier treatises on the art of singing. A quick glance at works that pre-date 1900 and 
those that came in the twentieth century would serve to prove this. Giraldoni‘s treatise, 
though, differs in this way, because he apparently did not intend for his writings to be a 
complete method on the art of singing. His works serve to highlight the importance of 
various technical aspects of singing that should concern the student as he progresses 
through his study. Books of 63vocalises contain, in compact form, all the technical 
aspects that a singer might encounter in the standard vocal repertory. These books 
dedicate whole exercises to the trill, mordent, syncopation, runs or roulades, as well as 
exercises based on each interval of the major, minor and chromatic scale. In many ways, 
the 63vocalise was the first step in the finishing process of vocal training and the first 
step in preparation to perform repertoire. In addition to the selected 63vocalises of 
Crescentini, Rughini and Bordogni that Giraldoni mentions, many others exist, such as 
those of Marchesi, Vaccai, Delle Sedie, Concone, and Tosti, to name but a few. Even the 
works of Garcia and Francesco Lamperti end with a series of scales and exercises 
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intended to develop specific aspects of singing. Cornelius Reid, the respected twentieth 
century pedagogue, provides an interesting description of what the v64ocalise should be:  
Vocalises form the essence of materials used in the development of vocal skills. 
An effective 64vocalise is one designed to meet an immediate pedagogic 
objective. Thus effectiveness is determined by two criteria: timeliness and 
functional needs. The standard 64vocalises of Bordogni, Concone, Nava, Vaccai, 
etc., have little pedagogic value since they center on the art of singing and rarely 
address themselves to a specific problem. Although claims have been made for 
their musical worth, this is negligible compared to the wealth of important vocal 




The first part of this definition is quite true; however, given the number of teachers who 
used and composed v64ocalises who produced great singers, it is too simple to dismiss 
their 64vocalises as having no value at all. Giraldoni places the 64vocalise at the middle 
to end of the singer‘s study, and the 64vocalise‘s objective, as he points out, is to allow 
the singer to practice every difficulty to be encountered in the literature; the 64vocalise is 
designed to be difficult so that the repertoire the singer encounters does not seem as hard 
to tackle. Reid‘s opinion pays little attention to the historic basis of the v64ocalise. The 
v64ocalise played a major role in the training of the singers who premièred the major 
works of the nineteenth century, the operas of Bellini, Rossini, Donizetti and Verdi. One 
vocal training method that contains extensive 64vocalises is the Art of Singing by Carlo 
Bassini, recently translated from the Italian into English by the distinguished vocal 
pedagogue, Dr. Stephen Austin. Austin, unlike Reid, places great importance on the ideas 
put forward by the master teachers and singers of the nineteenth century, and further 
notes that Bassini‘s work is: 
not just an historically interesting document, it defines a method of bel canto. It 
contains the vocal wisdom of the eighteenth and nineteenth centuries. The 
principles illuminated here were those used to train the great singers who were the 
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first to sing the operas of Donizetti, Bellini, Rossini and others. The value of 





Other works on singing mention Giraldoni‘s idea that vocalization exercises 
should be of a specific nature and not only intended to give the student pleasure.  The 
only known student of the great baritone Mattia Battistini, Paula Novikova, the teacher of 
Fedora Barbieri, George London and Nicolai Gedda, amongst others, gave the following 
advice; ―Don‘t give in to the student‘s desires – they should sing that which is good for 
them at a specific time.‖
130
 She, like Giraldoni, also advocated the use of a variety of 
vocal exercises and felt that one should ―never do consecutive exercises of the same kind. 
Continually alternate types of vocalization; this helps the throat to be elastic.‖
131
  
There is little doubt that 65vocalises‘s play an important part in the training of a 
singer, whether they are in the style of those devoted to the several ornaments, such as 
trill, mordent etc., or are a grouping of vowels sung to patterns that help the singer 
achieve greater technical proficiency. Perhaps the 65vocalises‘s greatest benefit to the 
singer is that it helps enforce good habits over bad without entering into the singer‘s 
specific repertoire. Should the singer‘s repertoire be the basis on which he works his 
technical practice, then eliminating faults from his repertoire can become an even greater 
task. According to the old adage, practice makes perfect, even the faults, and repertoire is 
the last place where anyone needs to practice and perfect faults. Viewed in this light, the 
65vocalise, whatever its form, can be a great tool that when used wisely and effectively 
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can help the singner to enhance his practice time and perfect the voice for the repertoire 
that he will perform in public.  
The first aspect of good pronunciation Giraldoni discusses is directed to the 
vowels. His attention mainly focuses on the [a]. As previously noted, the [a] vowel is 
usually the first vowel utilized in training the voice, as the vowel, when produced 
correctly, seems less prone to problems with throat constriction than do the other vowels. 
In addition to the [a], the other main vowels for vocalization within the Italian school 
were and still are the [a], [ ], and the [i]. Compared with other major national schools of 
singing, the Italian school has a long tradition of moving from the brighter vowels to the 
darker vowels and back again through any series of exercises. The singer schooled in the 
Italian tradition, such as Giraldoni was, recognizes that articulation and pronunciation is a 
separate act from support, but at the same time is wholly reliant on sustaining the same 
position of support throughout the whole vowel series. The Italian school of singing 
believed that ―distortion of tone in unskillful singing is often caused by the very inability 
of the resonators to flexibly match the laryngeal position demanded by a specific vowel 
sound,‖ a problem that would not occur with adequate and correct support.
132
 To this end, 
Giovanni Battista Lamperti noted, ―all bad habits of the throat are efforts of protection 
against clumsy management of breath.‖ 
133
 Evenness of sound throughout the vocal range 
depends on proper breath support and pronunciation, two areas that are essential to good 
singing. All the vowels, while being audibly obvious and well defined, for the most part 
should contain a homogeneous sound quality. This is what Giraldoni alludes to in the 
description he gives of the [I] and the [ ] vowels when he says, ―they have a tendency to 
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run toward the nose.‖ The tendency for these vowels to flatten out must be addressed in 
singing; if not, it will result in the loss of harmonic balance between the vowels, or put 
another way, the loss of any sense of vocalic equivalence.  
Because the [a] vowel avoids the more complex internal movements of tongue, lip 
and other parts of the throat, Giraldoni‘s idea of balancing the [i] and the [ ] with the [a] 
is justifiable. The other consideration, though, is the effect, that when correctly sung, both 
the [i] and the [ ] have on the [a] vowel. These two vowels, high in vocal formants, have 
a balancing effect throughout the voice, and many 67vocalises and exercises in the Italian 
school begin and end with these vowels. The reason is to do with vocal resonance 
balance. The Italian school uses vocalizing on the [a] vowel a great deal, ―both in 
sustaining and in agility, but generally only after the singer has learned to keep the vowel 
well balanced with regard to fundamental and upper partials.‖
134
  
Vowel modification, as Giraldoni mentions here, is a little unclear. Certainly 
modification occurs in changing from one vowel sound to another, such as the rounding 
of the lips to form the [open o] and the [u] vowels. In terms of vowel modification in 
relation to pitch, Giraldoni provides little in the way of information in this chapter. The 
author does not embark on a discussion about vowel modification; he simply says that for 
a singer to alter a word, vowel or syllable for the purposes of making the voice better 
signifies poor vocal technique. Other teachers, however, have recognized that correct 
emission of the vowels in relation to pitch relies on some shaping of the vowel as pitch 
ascends, some aggiustamento (adjustment). The old Italian school taught that vowels 
need to be shaped if they are to be emitted correctly. The great singer and teacher, 
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Antonio Cotogni, would tell his students, ―remember that you must mentally shape every 
vowel and impart to it the right color, timbre and expression before actually producing it; 
the habit is soon acquired, and such thinking before doing becomes really quite an easy 
matter.‖
135
 Francesco Lamperti gives similar advice: ―Never disassociate these three – 
word, tone and breath.‖ 
136
 When the ―acoustic laws of vowel differentiation are allowed 
to function without mechanical falsification of the vowel,‖ the voice remains even, 
intonation is secured and diction remains flawless.
137
 Vowel modification should be 
altering or shaping the given vowel without changing the integrity of the vowel. 
Giraldoni himself points out that singing the vowels is very much different from speaking 
of them; in other words, the ―solution is to articulate each vowel so that the air flows 
freely and phonation is disentangled. When we are able to do that, we can sing every 
vowel in its pure form, even though it may feel different from regular speech.‖
138
  
 The [open o] and the [u] vowels complete the back vowels of the vowel spectrum 
and require a certain amount of lip rounding to make them complete. For any vowel, the 
teacher must guide the student toward an audibly correct vowel sound that is balanced in 
its harmonics and overtones, in other words, the sound of the chiaroscuro. The advice to 
round the lips for the production of both vowels can be found in any manual or book 
focused on singer‘s diction. These two vowels take the internal position of the [a] vowel, 
but use lip rounding to reshape the vowel to its new form. The tongue also adjusts its 
position in the pharynx, but any thought of trying to place the tongue in the correct 
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position would inevitably overdo the muscle adjustment and create more problems than 
solutions. The idea that ―good pronunciation is dependent on knowing where the tongue 
should be on each vowel‖ would undoubtedly lead the singer to a state of over-thinking 
and then to efforts to try to directly control muscle movements; it is ―impossible to sing 
naturally while controlling the muscles in order to enunciate clearly.‖
139
  
 Knowing how to emit vowels and consonants correctly is important because 
without intelligible diction, listeners cannot hear or understand the text. The singer‘s 
ability to pronounce clearly at the same time as keeping a calm, relaxed throat is really 
the advice the reader should take from the Giraldoni‘s comments. The younger Lamperti 
gives this advice in relation to the throat: ―the throat, however, does alter its shape 
somewhat for vowel and volume. But diction takes care of that. A quiet throat is the 
result of interrelation of vocal energy and breath power. There is an affinity between 
voice vibration and breath like the relation between string vibration and bow.‖
140
 
Giraldoni warns the singer to avoid the insertion of added vowels, either in the middle of 
words or at the end. The use of these shadow vowels prevents good pronunciation, 
confuses the listener‘s ear about what word is being sung, distorts the true meaning of the 
word and destroys the legato line; because ―shadow vowels are undefined vowels 
(usually schwa) that do not keep the airflow on a consistent path. The vowels become 
unaligned, destroying the legato line. Normally we shouldn‘t sing any sound that is not 
part of the language.‖
141
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 The key to achieving good diction in singing is to understand that consonants and 
vowels are not produced in the same place. Any effort on the singer‘s part to ―spit‖ the 
consonants, or to throw them forward in order to project, often negatively affects the jaw 
position and leads to unnecessary tension. To achieve good diction, singers must 
―separate the function of the articulators when saying consonants, just as we do when 
defining vowels – in order that – we will be able to maintain a sense of legato and free 
flowing air, no matter what the word we are singing.‖
142
 Giraldoni‘s advice to form the 
consonants (with the exception of a few formed at the back) forward on the lips is 
correct, but the singer needs to avoid the temptation to drag the vowel forward into the 
oral cavity. This explains the advice Lamperti gives to ―drink the tone‖ and the idea that 
one should implode the consonant.
143
 Vowel formation takes place in the back part of the 
throat, or as old masters of singing professed ―directly at the vocal cords.‖
144
 Garcia‘s 
advice regarding tone or vowel, which is in essence the embodiment of the tone, was that 
the singer‘s mouth was the pharynx. All of these ideas hinge upon the fact that the 
consonant and vowel are produced in the different places. The coordinated production of 
vowels and consonants in the right way leaves the throat free to produce tone and the lips 
and tongue free to articulate the consonants. Exercises to release tongue tension may be 
of some value; however, if tone and diction are correct then the tongue must assuming the 
correct position which would imply that it has found the correct level of freedom and 
movement within the vocal tract.  
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 Giraldoni recommends that the singer learn the notes and the words separately, 
then use solfège syllables (do, re, mi, fa, sol, la, ti, do) as the ―uniting glue‖ of words with 
notes. It was a common practice at Giraldoni‘s time to use solfeggio syllables to learn 
music and practice vocal technique. Francesco Lamperti also encouraged singers‘ use of 
solfège:  
Musicianship, as well as vocal technic, grows apace when the movable ‗do‘ is 
used. Finally, musicianship should be far enough advanced to permit the student 
to invent, even extemporize, his own solfeggi and vocalizzi. This stimulates his 
musical imagination and emotional reaction, which are more important than mere 




Twentieth century vocal pedagogue Cornelius Reid observed the positive effect of 
solfège use during the bel canto era: ―. . . it is apparent that these studies helped build a 
great vocal tradition. What is imperative, if the level of technical skill associated with that 
era is to be attained again, is that these exercises, together with the principles upon which 
the training methods of the time were founded, should be restored to use.‖
146
 
 The final words of the chapter remind the singer that in performance the voice, 
through its clarity and emotion, becomes the link between the composer, poet and 
audience. The technical aspects of how to form, pronounce and enunciate the vowels and 
consonants, the two building blocks of language, need to be studied so that the singer can 
fully impart to every utterance the right tone and meaning of the text: 
…think hard about where and how the legato line is interrupted by the consonants 
and then seek to minimize that interruption as much as possible. This is the first 
and most important consideration in applying technique to repertoire. So when 
vowel definition guides our breath to flow freely through the resonators and the 
consonants interrupt that flow minimally, the voice will have much more color, 
flexibility and communicative power.
147
  
                                                 
145
 Brown, Vocal Wisdom, 114. 
146
 Reid, A Dictionary of Vocal Terminology, 347-348. 
147
 Smith, The Naked Voice, 114-115. 
 72 
 
To Giraldoni, the acquisition of a fine technique is not the sole desired end result. Rather, 
sufficient technique must be gained in order to set the voice free to communicate the 
intentions of the composer and poet as well as the performer. The great master teacher at 
the end of the nineteenth century, Giovanni Battista Lamperti, said, ―I have never written 
a method, because all that a singer need know could be written on the palm of my hand. 
Fundamentals are three: control of powerful breath energy, trueness and ease of all tones 
and distinct, correct diction – after which the pupil unfolds according to his talent, his 
temperament and his intelligence.‖ 
148
 Giraldoni did not intend to present the singer with 
a method on singing either, but more of a handbook on what is required in order to 
achieve good singing. The development and study of vowels and consonants in 
relationship to good pronunciation is without doubt important in helping the singer find 
both vocal and artistic freedom. If this freedom be the real goal of vowel and diction 
study, then the much quoted adage of the old school still holds true: ―chi sa ben respirare 
e sillibare saprá ben cantare,” he who knows how to breathe and pronounce well knows 





 The vocal timbres, accents and dramatic effects capable within the singing voice. 
Study of the different styles of the old masters. 
Building a secure vocal foundation, a technique, should be the aim of every 
singer. This foundation serves the singer in times of vocal opulence and in times of vocal 
                                                 
148
 Brown, Vocal Wisdom, 138. 
149
 Stark, Bel Canto, 91. 
 73 
struggle. A singer‘s technique, though, should do more than just aid in the preservation of 
the voice; it should, after a great deal of study, equip the singer with the ammunition to 
be able to interpret and fully express the intentions of the composer and author, as well as 
the performer‘s own reactions to the music and the text that he has to perform. This 
chapter and the ones that follow deal with aspects of vocal tone and stage presence 
necessary for building a professional career. Chapter VI sheds light upon the use of the 
voice, the open tone (voce aperta) and the closed tone (voce chiusa) and how they, along 
with other dramatic devices, may be employed to create touching effects and deep 
emotional responses both to music and text. Giraldoni also notes that the singer should 
possess a thorough knowledge of music history, style, harmony and theory, as well as to 
play an instrument, preferably the piano. The acquisition of theses skills informs the 
singer of what effects are correct and permissible for use within diverse styles and 
periods of musical expression.  
The first point of departure for the student is to understand the nature and 
application of the open and closed tones and how best to find tone color within the voice. 
The word ―timbre” is present in almost any work devoted to singing. Timbre, to most 
people, simply refers to the color of a voice, a subjective response to the impression the 
sound of a voice makes on a listener. More precisely, timbre is:  
the wave form or complex harmonic structure of a sound as expressed in quality; 
the color of a sound. Differences in timbre can be perceived both objectively and 
subjectively; in the former instance, aesthetic impressions of vocal tone (for 
example, ―clear,‖ ―Sweet,‖ ―round,‖ ―dark,‖ ―shrill‖ etc) and in the later, by 
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To understand better the qualities of the open and the closed tone it is necessary to focus 
on what the ideal tone is, the tone that should be learned so thoroughly that it informs 
these other two timbres of the voice. Giraldoni refers to the ideal tone as the ―mixed 
tone,‖ a tone that is the combination of both open and closed. This is none other than the 
chiaroscuro. In order to produce other colors and to be effective in vocal performance, 
the voice must never be unnecessarily weighed down by the production of overly 
darkened vowels or overly bright vowels, as this destroys the possible formation of the 
balanced light-dark tone. To this end, the 
lightness of formation and of emission of all the vowels…produces the open-
closed tone (chiaroscuro), which is the ideal timbre in vocal emission. 
Chiaroscuro means light-dark: this term, as applied by the masters of the old 
Italian School of singing, signified essentially a tone that was not too light nor too 
dark, or in other words, not too open or too closed, but a well balanced proportion 
of both. In a last intimate analysis it meant a greater proportion of light: it meant 
invariably a light basis with an appropriate admixture of dark. To express this 
quality of tone we use the term open-closed. All voices should cultivate this ideal 




Not only is this the ideal tone the author indicates for the very commencement of vocal 
study, but quite rightly, it becomes the essential tone for all normal effects within the 
context of performing a role, or as he says, the ideal tone for the expression of the normal 
state of mind. All other effects of expression depend on the application of either the open 
or the closed tones and their variations.  
 The chiaroscuro was the ideal voice quality for the classically trained singer of 
the eighteenth and nineteenth centuries; sources from this time period make it evident 
that this was the ideal tone color.
152
 Giovanni Battista Lamperti noted that even though 
the student may ―acquire a wide range of voice, you cannot modulate the sounds until the 
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resonance of your tone becomes round and rich, chiaroscuro… The light-dark tone 
should be always present.‖
153
 Even today, this tone color is desirable among classical 
trained singers, because the tone quality requires the utmost coordination of the whole 
vocal tract and allows the larynx to operate within the most efficient position that of 
―floating level‖; the term chiaroscuro, the light-dark tone, according to Richard Miller, 
designates the basic timbre of the singing voice in which, ―the laryngeal source and the 
resonating system appear to interact in such a way as to present a spectrum of harmonics 
perceived by the conditioned listener as that balanced vocal quality to be desired – the 
quality the singer calls ‗resonant‘.‖
154
  
The chiaroscuro tone, while recommended as the ideal tone for the study of the 
voice, seems not to be considered the real point of departure for the Italian school of 
singing; rather, the voce chiusa seems to have been the preferred tone of the Italian 
school from around the middle part of the eighteenth century on, or at least from the time 
of Duprez‘s famous ‗High C.‘ that two of the most influential singing teachers of the 
eighteenth and early nineteenth century, Garcia and G.B. Lamperti, both taught and 
advocated the use of the voce chiusa, even if in slightly different capacities. Garcia, while 
at the Paris conservatory, had done a great deal to define the effects of laryngeal posture 
as well as registers and vocal timbres. He suggested that the voice consisted of two 
timbres, voix sombrée and voix claire which correspond to the voce chiusa and the voce 
aperta. Garcia, like Giraldoni, stated that these two qualities could be combined in any 
number of ways to provide vocal and dramatic effect. The difference is that Garcia 
―recommended the closed quality as the primary timbre to be used and most importantly, 
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that it was the result of maintaining the lowered laryngeal posture‖ so important for 
producing the color and range commonly associated with the complete operatic sound.
155
 
On the other side, as the two schools of singing were treated somewhat as cults by their 
followers, the Lampertis believed that the voce chiusa was the starting point for achieving 
the chiaroscuro. To this end they advocated, ―all tones were closed until opened‖ and 
―that in their inception all tones are dark to be opened and closed at will. This muted 




Whatever the case, both schools and many other of the period stressed the 
importance of the dark tone over the too white or open tone, and that all tones employed 
for vocal expression were derived from the voce aperta and the voce chiusa. This does 
not indicate that Giraldoni was wrong in his suggestion that the chiaroscuro tone was the 
tone to be used for the expression of ―natural‖ feelings, as it would make sense that the 
tone produced by the combination of the open and closed tones be used in this manner 
within the confines of operatic performance. Perhaps Giraldoni‘s conception of 
chiaroscuro tone had more dark than light in it; there is no real way of knowing. The use 
of different timbres was not the only device the singer could employ to achieve dramatic 
effects. These effects, of which Giraldoni only mentions a few, were achieved principally 
by the way in which note to note movement was achieved, such as the slancio, the 
strasciamento or strisciato (today referred to as scooping or sliding), and the staccato.  
Early singing treatises predominately consisted of advice on style and dramatic 
effects. Garcia was probably the last to codify the use of many of the dramatic effects that 
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are suggested to the singer in Giraldoni‘s treatise and many others. The slancio, 
translated here as ―enthusiasm,‖ is difficult to define. In a radio interview in October 
1985, the great Italian tenor, Carlo Bergonzi, attempts to explain what slancio means: 
Stewart Manville: Carlo Bergonzi, I adore the caressing quality of your singing. Is 
that quality what is meant by ―slancio‖?   
CB: No, slancio is something felt in the person.   
SZ: ―Slancio‖ applies to interpretation, not vocal quality. Would you care to 
define it? 
CB: When you interpret a phrase, putting in that vocal expression, that signifies 
slancio—giving expression to the words.  . . .  
Dr. Umberto Boeri: ―Slancio‖ may best be defined as ―oomph,‖ ―propulsiveness‖ 
or ―a springing forward.‖ 
157
 
The slancio, as Garcia codified it, was most closely identified with vocal effects in 
passages of bravura. In his treatise, Garcia took many of the known vocal effects and 
separated them into categories. Out of many categories it was the canto di bravura that 
included the ―canto do forza, the canto do slancio and the canto di sbalzo.‖
158
 The 
slancio was the name given to a florid passage in the bravura style characterized by 
strong leaps instead of movement by step and half step. Movement within a musical 
phrase or at a cadential point in such a way gave the music a heightened sense of 
dramatic force and enthusiasm, as demonstrated in the following musical examples 
Garcia provides: 
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The second part of the chapter focuses on the musical education of the singer, 
with strong attention given to both the study of music history and music theory. A 
comprehensive study of music history provides the singer with information on musical 
style. What may be acceptable style in early operas, such as those of Monteverdi, may not 
be acceptable in operas of Mozart or later composers like Verdi and Puccini, not to 
mention those that are not part of the Italian school, such as Wagner and French 
composers. The study of theory enhances the singer‘s ability not only to hear changes in 
musical structure, including rhythm, tempo, and harmony; it also improves the singer‘s 
ear and allows him to respond vocally to these changes in musical language. Other 
sources of the time point the lack of musical and general cultural education in singers that 
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must be present should the singer wish to become a true artist rather than a mere maker of 
wonderful sounds.  
This chapter opens with critical, theoretical and technical information that any 
singer must possess, and then follows with advice on the singer‘s general education. 
Giraldoni provides information and advice in order to encourage the singer to fire his 
artistic senses in the hope of becoming an artist and not just a singer. It is an interesting 
and insightful chapter that takes us back into an age where the musical education of a 
singer was highly prized and valued. In today‘s age, when singers are more focused than 
ever on sound and aspects totally technical, it reminds us that in order to give a fully 
rounded musical performance, one must understand music history and music theory, and 
perhaps also have a strong general education in all forms of art, including music, painting 
and literature.  
 80 
Chapter VII: 
 The need for the indispensable study of stage action with some general pointers 
concerning mimicry. 
The techniques of stage craft, including those aspects of movement and gesture, 
should be studied during the course of a singer‘s training as the quality of an individual‘s 
movement on stage helps the performer create the characters and also helps the performer 
to look and feel comfortable on stage. Miming is relevant only to the student singer who 
has little natural talent for aspects of gesture, or the ability to convey through movement 
the emotions and feelings of the character he is portraying; in order to create a more 
dramatic and well-rounded performance, it may be necessary for the teacher to have the 
student copy or mimic particular gestures and stage movements. Giraldoni provides 
singers with advice about stage techniques that are essential to giving a professional and 
artistic performance, the study of which he feels should be commenced at the same time 










 Giraldoni‘s treatise, along with those of Lamperti (1864), Panofka (1866), and 
Delle Sedie (1874), 
160
 formed part of the best-known collection of nineteenth century 
works on the art of singing. While Lamperti‘s treatise should be well known to teachers 
and students of singing alike this may not be the case with the other three works. 
Certainly until now this treatise has never appeared in an English translation. The treatise 
can be broken down into two distinct parts. The first six chapters of the work deal 
specifically with aspects of vocal technique while the concluding chapters deal with 
aspects of stage-craft and movement, costume designs, makeup and general advice on a 
pursuing a stage career.  
The chapters that have been dealt with in the commentary, those that deal with 
vocal technique and the training of the voice, echo much of what is found in the works of 
Garcia and to a larger degree those of both Lampertis. Giraldoni, like both Lampertis, 
holds that the breath and the appoggio, the support of the breath, is the basis on which the 
voice is built and developed. The importance of the appoggio and aspects of breath 
management in developing the singing voice are still to be found in the majority of voice 
studios, thus indicating that little has changed in the past one hundred and fifty to two 
hundred years. The appoggio, which the author refers back to throughout the work is 
described in a more coherent way by G.B. Lamperti as ―a concentrated action of the 
entire muscular covering of the body restraining the energy of the escaping air, the 
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diaphragm acting as a ―stop-cock.‖
161
 To counteract singing ―too white,‖ Giraldoni 
advises the student to make use of the darker vowels so that a greater resonance and 
timbral balance can be found. Consonants and their formation are also given thoughtful 
consideration. The consonants should be enunciated clearly and quickly and toward the 
front of the mouth, not in the same area where the voice is formed, which is much further 
back. Knowing how and where to form the consonant has a direct effect on vocal quality 
and the ―forced development of vowels before consonants prevents good diction and 
endangers complete control of the singing tone. Thus consonants and their refinements 
are of primary importance.‖
162
 
Chapters five and six deal more with aspects of singing style with regard to 
ornamentation and articulation. This part of the treatise repeats much of what Tosi had to 
say on these matters and backs up much of what can also be found in Garcia‘s traite of 
1841.
163
 The final chapters that deal with stage deportment and characterization are 
interesting historically and the reader may find it interesting to experiment with the chart 
of facial gestures and other physical gestures that the author suggests. These chapters 
allow both readers and students today to see the dedication their forefathers applied to 
character exploration and development. Even in more recent times there are stories of 
performers who went to great lengths in search of creating exactitude in their creation of 
a character. One such story surrounds the great American baritone Leonard Warren, who 
in his preparation for the role of Scarpia, ―haunted every museum and every antique shop 
in Rome to find exactly the kind of lorgnette that Scarpia would have worn. These details 
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show in a rather amusing way the Warren‘s almost fanatical pursuit of perfection 
regarding his preparations for a role as a singer and as an actor.‖
164
 The chapter devoted 
to health and diet is at times a little out of keeping with developments in modern 
medicine and for the most part can be read with a wry smile. If one takes anything away 
from this chapter it should be that keeping the body in as a good a condition as possible is 
not only good for one‘s heath but also has a beneficial effect on the singing voice.  
After reading the treatise one is left with strong impression of Giraldoni, a man 
who was totally dedicated to every facet of the art of performing. He imparts his advice 
in a clear way and along the way provides a few short stories and anecdotes about great 
performers who had to overcome adversity on their way to greatness. These stories 
should help a young performer realize that the path to greatness, no matter the field of 
endeavor, is not always easy. The treatise also points to the differences between what 
makes a truly great artist and what amounts in the end to the difference between an 
amateur and a professional. Singers and writers on the art of singing throughout history 
bemoan the lost art of great singing, the bel canto. Then as today people are ―surely 
crying poverty in the midst of plenty‖;
165
 human physiology has not drastically changed 
over the past half a millennium and talented voices abound in every generation. Enrico 
Caruso‘s diagnosis applies equally to singers of today as it did to those of his time:  
There is a far too prevalent tendency to shirk the real hard (technical) work which 
must be accomplished before lasting success can be attained. No matter how 
naturally talented any individual vocalist may be, he or she cannot possibly 
produce the best results as a singer unless the particular organs have been 
subjected to a proper and sufficiently long course of training.
166
 
                                                 
164
 Leonard Warren, Lebendige Vergangenheit, RCA Victor Orchestra dir Jean Paul 
Morel, Historic Recordings, MONO 89145, 1997. 
165
 Stark, Bel Canto, 217. 
166




Historically, Giraldoni‘s Theoretical and Practical Guide for the Use of the Singing 
Artist accurately represents most of the collective knowledge and practice of singers and 
teachers of his time. What sets Giraldoni‘s work apart from most other contemporaneous 
singing treatises is the author‘s desire to help develop the ―whole artist,‖ from singing 
technique to musical study to stage deportment to creating a character – the whole 
arduous journey from the very first utterances of a novice singing student through to the 
specific work required by an established artist and performer. Giraldoni‘s work is one of 
a few from the later part of the nineteenth century to be written by such an artist, and by 
correcting its deficit from the canon of English translations of historical singing treatises 
better enables us to inform and teach the next generation of great singing artists.  
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Much has been written about poetry, painting and about the Beautiful Arts in 
general, but very little or almost nothing about melodramatic art has been considered 
in its entirety. Not withstanding if there is an art that opens wide areas of new 
investigation, it is undoubtedly the sublime art that embraces all that painting and 
poetry enclose, being that it is the very language with which all passions and feelings 
of the human heart are expressed. 
In providing knowledge to melodramatic artists with these notes, I do not 
pretend to present a complete treatise of the art that would be appropriate for all 
exigencies. I believe I have pointed out the most essential and indispensable parts to 
form a complete knowledge of this art. To become an artist it is not enough to have 
received a gifted voice by Divine Providence or to be a good actor. What reveals a 
true artist is his deep intimate understanding and knowledge of all the elements that 
concur in his art and not those mere gifts that may have been gifts of nature. 
How can the artist acquire a complete understanding of the sources that he can 
make use of to add value to his natural means if he ignores the point of departure that 
is none other than his intimate understanding of the instrument which he possesses. 
There is no singer that does not have aptitude for singing when his voice is well; but 
this is barely sufficient for a simple amateur.  
The artist (aside of a case of some serious infection to the vocal cords) should 
always be disposed to show for the public his artistic gifts. Only by means of his art 
will he be able to perform in the most difficult of circumstances and to be able to 
oblige the public of his resources. This is why it is essential for someone who wants a 
career in melodramatic art to start his studies under the direction of a master teacher 
that knows his art well and which secrets to use for initiating his student.  
And now it is a good time to point out the absurdity of an idea that prevails in 
our society, relative to the study of voice. The person who wants to study violin, will 
not place himself under the direction of a master teacher of piano; however, it is very 
common to assign voice education to a teacher that has never had vocal experience. 
What is even more absurd is that it even ignores the basic rudiments of vocal art and 
the principles that need to be observed for the formation and education of the voice. It 
is not sufficient that the teacher be versatile in his counterpoint or enjoy a reputation 
as a pianist in order that he may train the voice.1
The voice itself is an instrument that obeys unchanging rules, rules that will 
always be unknown to those who have not done conscientious study of the voice. Any 
teacher can assess if a note is hoarse, weak, open, closed, out of tune, of the throat, 
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rests in the nose, etc.; but if he has not done specialty studies of voice, how can he 
teach the way to correct those natural defects? After a few days, the student having 
placed himself under the direction of a teacher will come to know the particular tastes 
of the teacher and how to flatter him. He could also adapt by natural means any paper 
with direction; nor would it be difficult to develop a singer with good style. But this is 
not enough. If the singer is not developed under strict principles from the start from 
his primary studies, he will always find obstacles almost insurmountable in the 
practice of his art. 
Teachers suffer in general the defect of not extirpating, above all, the first and 
natural defects that denaturalize the simple emission of sound which is so very 
essential to the singer, and believing, and having been persuaded that they cannot do 
away with impunity those that they classify as laws of nature, when most of the time 
there are nothing more than habits of nature, suggesting a cause and ignoring the all 
powerful mediums that art offers to all who have received from God an energetic will 
and elevated intelligence. 
Such absurdity is the reason that in all theaters everyday are heard such a great 
number of defective voices. Persist then I do, in recommending particularly the most 
scrupulous care in the selection of a teacher to train the voice from the beginning. 
From this first step depends many times the fortunate success or unhappy failure of an 
artist’s career, in the case that nature has not bestowed the extraordinary qualities of 
intelligence and heart, that make forgiveness of vocal defects possible.  
It seems incredible that a teacher, that should not be involved in voice 
education other than in the material side forget this, and attend only to implant in the 
student a way to feel that is in my opinion something that cannot be transmitted or 
learned. The early singers had more sound ideas about training the voice, and teachers 
such as Nozzari, Crescentini, Righini, Garcia, etc. are proof of this. These masters 
that were also first class singers, would have their students study for years the theory 
of the voice, without concern of nothing else except the throat mechanism, convinced 
that once that difficulty had been overcome and taught the singer could independently 
pursue the first steps in his career. It is true that there are some voices that nature has 
provided with such gifts of quality that no teacher will experience difficulty teaching, 
adding to the reputation of the teacher without much effort on his part. This however 
is not common. What may happen first is that the student will be surprised at first by 
the sound and effects of his voice without knowing its cause. This is no more than 
early revelations. One can take advantage of this and must form a sound theory only 
by means of seasoned practice. 
With these brief recommendations I limit myself. I only wish to point out 
some things for those who want to dedicate themselves to the study of melodramatic 
art. These being the indispensable requirements to rise above the level of a multitude 
of so called artists, condemned to grow during their life in the practice of this 
profession, that for them it is nothing more than any other occupation. These so called 
artists do nothing more than groan about their fate, when they should do something 




The theory of Respiration in Singing: 
The advantage of its study and the consequences of its neglect.  
 
I do not wish to bother the reader with a description of the form of the organ of the 
voice or of the respiration. Just as there is little value for an instrumentalist to inquire 
about the way sound is produced by his instrument, the singer can avoid the useless 
and fastidious study of scientific knowledge that is concerned with the anatomy of the 
vocal apparatus. As with all other musical instruments, it is the way in which the 
instrument is put together that requires the student’s greatest affinity. In fact, it is the 
vocal cords that vibrate; they stretch or slacken in a similar manner to other cord-
based instruments. The sounds of the voice reverberate or echo within the pharynx 
and the mouth. This is similar to the way sound vibrates within the case or 
soundboard of a wind instrument or string instrument such as the violin, cello, double 
bass, and the piano. This vibration also takes place within the vocal organ (as we will 
see in a further chapter), which acts rather like the end of a bellows, dispensing the air 
throughout the aria. One sings, therefore, from the lungs, which act upon impulses 
from the diaphragm. As the air passes through the trachea that acts like a pipe, the 
vibration within the vocal organ is reflected and extended in accordance with the 
sound to be produced, either stronger or weaker. The mouth finally becomes the 
recipient of all the harmonious sounds of this wind instrument. Leaving all other 
considerations aside, it is not possible to insist enough upon the necessary and 
indispensable study of the particulars of the act of respiration for the art of singing. 2
A great many singers believe that the respiration for singing is the same as the 
respiration required for speech. From this flagrant error are born those inopportune 
breaths that cut words and affect the musical structure, depriving the singing of any 
spontaneity. This only results in involving the public in the singer’s efforts and 
exhaustion. Music, just like speech, is a language that has phrases that cannot be 
truncated without altering the true sentiments and meaning of what is being said; 
therefore, it is necessary for the singer, who wishes to interpret faithfully the thoughts 
of the composer, to know how to identify the musical sentences. This will allow him 
to be able to breathe in time with the music and at the appropriate places. It is known 
that the act of respiration is divided into two parts; inhalation and exhalation. In the 
first, the lungs expand, while in the second, the opposite occurs: they contract. The 
parts belonging the thorax move first and are then followed by the movement of the 
lungs. Then there is a muscle called the diaphragm that supports the lungs. This 
 
                                                 
2 (In the Spanish translation of the treatise this shorter paragraph took the place of the 
paragraph above). The same does not occur with the study that should be continuously 
done over breathing while singing, that is of absolute and indispensable necessity for the 
singer. Few artists have thought about this and that is why very few can appreciate the 
advantage that can be acquired by this study.  
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muscle is not essential for customary breathing, but is indispensable for the act of 
singing. The trained singer relies on this, as if were a kind of windbag needed to 
regulate, at his will, the act of breathing. This muscle is located between the lungs and 
the abdomen.  
Knowing how to manage the breath constitutes a great part of the theory of 
respiration for the singer. During ordinary respiration, the thoracic parts and the 
movement of the lungs rise and fall continuously. If the movements of the thorax 
become involved in breathing when singing, it would be exceedingly harmful, 
inasmuch as this method of respiration would be characterized by shortness of breath 
and fatigue, tiring the singer and producing a faulty performance. In order to sustain 
and manage the breath three things, then, are necessary:  
1. To acquire always a big enough breath, and one that is proportionate to the 
phrase to be sung. There is nothing worse for a singer to terminate a phrase with 
shortness of breath or to have to take a breath at an inappropriate place.  
2. Maintain immobile, throughout the act of singing, the external thoracic parts, 
being careful to bring forward and retire shoulders at the same time without 
incurring any effort or tension to do so.  
3. Use the diaphragm with the help of the muscles of the abdomen to manage the 
breath in the same way as that is expelled from a bellows.  
To ensure the correct breath while singing, these are the three indispensable 
conditions that one must know. Therefore, it will be necessary that, before beginning 
any practice concerned with the emission of sound, the singer study this particular 
mode of respiration for vocalization. Only when he is well in possession of this 
method of breathing may he commence on the study of the voice. He should always 
examine the way in which his respiration functions. Studying in this way, little by 
little, change occurs and this act becomes habitual in the singer and will later become 
a familiar and natural act.  
A majority of singers do not take care with the act of this study because they 
disregard the advantages that this can produce. This practice affords the singer future 
vocal security, maintains perfect intonation, and allows for the greatest interpretation 
of the musical thoughts without the danger of any inconsistencies in the respiration 
occurring in the wrong place. It is harmful to the dramatic expression to feel out of 
breath when arriving at the end of a musical period. This can be both damaging to the 
expression and can also impair the vocal intonation.  
Incorrect methods of respiration have the disadvantage of forcing the singer to 
sing too fast, especially when the chest is employed in the manner of a bellows.  
Appropriating this action to the chest instead of to the diaphragm when singing is a 
fatal error, by which many have fallen. Not only many singers have fallen prey to this, 
but also many distinguished, yet ill-advised, teachers. It is easy to comprehend that by 
making the outer wall of the chest act like a bellows, a part of the body that should 
only serve as a sounding board for the sonorous reverberations of a well-supported 
sound, diminishes the dimensions of the extension of the cavity and results in altering 
 89 
the quality of the sound. This only produces useless fatigue that is the result of that 
ill-timed movement. Some teachers are only familiar with breathing systems that are 
suitable for chatting and have not seen the above manner of breathing during singing.  
If teachers would hasten to pay attention and analyze this idea that may yet be 
unknown to them, instead of discounting the work of others, they would not fall into 
that vulgar error, and they would appreciate all the advantages that result from this 
mode of respiration. 
A very conscious physician that has dedicated his whole life to the essential study 
of illnesses of the respiratory system, the Hungarian Dr. Mandl, wrote a short thesis 
on voice fatigue and its relationship to the manner of breathing, that demonstrates, 
with unquestionable authority, the dangers of adopting a mode of singing that uses 
only the rib gage instead of the diaphragm. This method of using the ribs is 
unfortunately the one used by the Paris conservatory. In opposition, I approve 
wholeheartedly with what the cited doctor says at the end of his work:  There will 
never be enough twisting of correct principle when another is the method that has 
been officially adopted 
Initial vocal exercises rely most essentially on the act of respiration: for example, 
to know how to spin a sound and how to alter the vocal mechanism and in doing so to 
allow for the passage of the voice from loud to soft and back again. All this is 
dependent upon the action of the diaphragm and abdomen that regulate the breath at 
the will of the singer, in a similar manner to that of a bellows. Another 
recommendation: in the act of inhaling, avoid all the air passing through the mouth, as 
it produces an unpleasant sensation, drying the internal walls of the pharynx and the 
throat. One should breathe in a way whereby the air passes halfway between mouth 
and nose. In this manner the passing air does not produce any discomfort and at the 
same time permits an even greater inhalation.   
I will never tire of recommending to artists and calling their attention to these very 
essential principles, given that they provide the foundation for the education of the 
voice. One should not have to backtrack in their studies to correct difficulties one 
could have corrected in the beginning. Correctly done, the student will, little by little, 
and without being aware of it, acquire the habit of breathing comfortably while 
singing and it will not take long to recognize the advantages of such study. The larynx 




Constant necessary examination over voice emission & the true point of voice 
support. Dangers of singing with an incorrect emission. 
 
The only emission that the theater singer should employ is that of chest singing*, 
as it is the most correct and natural even though its application is often quite rare.  
This originates generally from the little care that teachers give to the primary study 
of simple voice emission and because the teacher has also neglected to find the true 
point of appoggio of the voice that was entrusted to him. 
*To be understood I feel obligated to adopt a designation that is in current 
use, even though it is found to be erroneous and very difficult to analyze.  
Why do we hear so many imperfect voices? Because the point of separation is 
not sufficiently studied, that is none other than the quality of simple emission. Until 
the imperfections of breathing for simple emission of the voice are mastered, one 
must not think of any other study, because instead of helping the voice, irreparable 
damage may be the result. 
The first thing to examine, then, is the correction and ridding of any natural 
defects. Once this is achieved, the remaining study is much easier. Having these 
results, the rest is easy. Anyone who owns a voice can improve it much by means of 
intelligent and conscientious study, and thus can succeed in changing it so 
advantageously, that it will be much changed. Then the notes of the voice will regain 
their natural state.  
The practice of simple emission is sufficient to condition the voice to a mode of 
being. Either good or poor sound quality is dependent on this exercise, because it is 
the basis of all vocal practice. In fact, the first thing that draws attention when one 
hears a singer, is the quality of his voice; quality that influences very much its 
success. There is, therefore, what is repeated, to go forward in voice studies until we 
have assured a good emission. It is difficult to explain in writing the way sound 
should be expressed. I will in the best way possible try to indicate which are the 
external effects of a correct and natural emission. It is not certain if all muscular 
tension proceeds from one effort, which produces the consequent fatigue: the singer, 
who needs always to conserve all his energy and elasticity, needs naturally, to avoid 
all that might contribute to the weakening or dulling his abilities.  
The first caution that the singer must take is to begin delivering the sound with as 
great naturalness as possible, paying greater attention to the quality of the sound 
rather than the volume of the sound. The voice acquires intensity and volume very 
fast when it has found the true point of support. Singing should look effortless, if it is 
desired that the voice appear full and spontaneous; and saying without any effort, I 
understand, not only those who can do it with an excessive pressure of the chest, but 
also all the tension of the throat muscles. Voice acquired by these means tires the 
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throat very fast and leaves it exposed to irreparable catastrophe, and besides this the 
voice will never seem gratifyingly full or pleasing.  
To deliver a beautiful and homogenous sound it is necessary to: 
1. Slowly lower the larynx, without any effort, a little more than in its natural 
position. 
2. Have the soft palate inclined in such a way that the sound will not solely 
strike the walls of the mouth but participate with the pharynx, helping the 
sound acquire roundness and uniformity, raising the voice above the 
shrillness that it would acquire if the chest were the foundation of the support. 
The tongue should remain in its normal state with a light immersion in the 
middle. The mouth is naturally opened halfway as for a light smile allowing 
part of the teeth to show which allows it to be graceful and uninhibited. 
All these recommendations would be useless if the student already has found 
the true support for the voice, since the previous indications are not the cause of a 
good emission, but more likely its consequences. A student’s good sound should 
show/indicate the practice that he said it took, because I cannot explain it by means 
of the theory.  
I should recommend likewise to the student, that he frequently repeat this 
early exercise to assure himself that his voice has not acquired new imperfections 
with other exercises that, even though, more pleasant and less fastidious, are not so 
important. I recommend, therefore, that he start all his exercises with this preventive 
study. 
The sound, in principle, should not be spun; it needs to be attacked with 
aspiration lightly in the throat by way of maintaining the same force or loudness and 
without wishing to find anything other than the true point of vocal support. When 
this is secured, the spinning of the sound will be much easier and secure. I will speak 
more about this in the following chapters.  
The [a] vowel needs to be adopted for the study, avoiding both its very closed 
or open emission: either one would be imperfect if it were used as a foundation for 
vocal emission; because the open or closed voice is only for dramatic effect, and for 
this reason there is a time and place for its use. I will have occasion to discuss this in 
the chapter dealing with vocal timbre.  
So that other natural defects of the sound can be eradicated, it may be 
considered necessary within a pupil training to change the basic vowel on which the 
exercise of simple emission is based. For the student who has the vice of singing 
with the voice too open I recommend that the teacher find (through the modification 
of the closed vowels like [o] and also the [u]) to modify the sound of the emission so 
that the pupil then makes himself the master of a more secure sound. The use of the 
[u] may help facilitate the repercussions of the sounds in the head.  
With a defective emission one encounters insurmountable difficulties landing 
the singer in no short time in the disastrous position of not being able to continue 
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forward making the most of his natural talent. Almost all singers who support with 
the throat at the tip of the larynx or the epiglottis cause damage to the pillars of the 
soft palate, which are by their own nature very sensitive. The continued irritation of 
these parts causes frequent inflammations of the throat, vocal apprehension, and the 
loss of the indispensable and necessary confidence that all artists need in order to 
reveal their artistic talent. Besides the deplorable consigned results, supporting the 
voice with the throat easily produces a great tiredness, given the continued tension 
imparted to the internal parts, and it also takes away the energy and elasticity of the 
voice.    
Even though the majority of singers suffer from this imperfection that 
becomes like a component part there never seems to be sufficient amount of time or 
practice available to uproot it. This would not be necessary if care had been taken 
from the start. This fatal error regarding the chest as the support point causes 
frequent hoarseness, convulsive coughs that at times overwhelm the bronchial tube, 
and can cause serious health consequences. I do not exaggerate by saying that the 
principle causes concerning the loss of many voices generally arise from this fatal 
error and culpable neglect.  
Because I cannot do more than insist and recommend to young singers who 
want to pursue a career in the melodramatic arts that they take great care in their 
initial study and refrain from the natural desire that all have, of wanting to anticipate 
and rush their progress. In procuring the delight of exercising the voice with pieces 
of music, songs, it would be to my amusement that they succeed, for the progress 
along the road to their art will always remain closed. The same occurs in all the other 
arts; it is not uncommon to find students of drawing who abandoned too soon the 
study of initial practice principles for the practice of complicated compositions. 
Progress needs to be gradual. Melodramatic artists cannot improvise. It takes many 
years of constant conscientious study to claim the title of a complete artist. The 
student should not aspire to do more than he should at one time:  This will be a more 






Definition of the diverse registers/records of the human voice; Advice regarding the 
union of these registers/records; fault acquisitions to avoid & advantages of a well 
united voice. 
 
Once the voice support, the appoggio, is acquired, and knowing that the 
emission of the voice is free of defects, it is necessary to focus on unification of all 
the sounds that have been studied separately; and it is this subject matter that will 
concern us and requires more caution, because any error at this point can produce 
infinite disasters in the vocal body. The vocal registers may be classified in the 
following three distinct categories:  
1. Chest register.  
2. Middle chest register.  
 3. Head register (*). I recommend that the word register not be confused 
with voice point of support. 
To have a mellow and homogeneous voice, it is necessary that all the 
registers that form the voice have the chest as a point of support so that the chest 
contributes throughout to the reverberation of the sound in the chest cavity. Much of 
the voice’s intensity and timbre would be lost if it relied only on the cavities of the 
pharynx or mouth for the repercussion of the sound. We will begin by defining each 
of the vocal registers before taking up the issue of their mutual union.  
I: The Chest Register. 
This register is the one that generally provides the voice with its ring and its 
strength. In the soprano, little care is given to this register because of a prejudiced 
idea that the application of the chest register is harmful to the watery notes and may 
cause damage to the whole voice. Certainly it is not easy to acquire the notes of this 
register, unlike those of the other vocal registers, as some do not naturally possess 
these notes; but if the advantage of this study were known, less neglect would take 
place. Particularly because today’s music requires teachers to develop great energy 
and dramatic force in expression, this register has become almost indispensable, not 
only to help the singer produce greater voice effects, but also to learn how to protect 
his own instrument from the excessive fatigue which he could not resist without 
having the chest register secure in some way. This requires particular application and 
great care.  
For the singer to emit the chest voice well, I need to call attention to what I 
said in regard to simple emission, that is: attack the voice with a light blow to the 
throat by way of aspiration; abandon the throat entirely, lowering lightly the larynx 
with no effort at all, emit the vocal “A” a little more open in this register particularly 
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at the limits of the register. All this must be done with all naturalness. When the 
pupil has control over his emission in this register, he should modify the timbre, that 
I recommend to be slightly open at the start, and always to remember that he should 
be able to maintain the timbre to be either open or closed and suitable for expression 
of dramatic effects; so that the point of support, the appoggio, is secured and is never 
different in any of the registers. The emission, I repeat, should not be closed or open 
except to express dramatic passions that are translated by means of these different 
timbres.  The student should not flinch if he observes at first the notes are uncertain, 
weak or strident: persevere in this fastidious study, and his voice little by little the 
voice will naturally find the true point of support, acquiring brightness and ring. I 
recommend again no force be applied to the walls of the throat which would produce 
a goat sound, for certain not very pleasant. In the beginning do not look for sound 
purity because it is impossible ever to acquire it. When a note is resistant to come 
out, it is best to take the closest and least resistant note to it and slowly drag the note 
thereby making it participate in the sound.  
The advantages of the chest register voice are immense, since this register 
builds on the voice’s intensity and purity. It is the only register that makes it possible 
to find the true point of vocal support, the appoggio. Through the energy that it 
generates, it infuses assurance and trust in the owner’s instrument, procuring also a 
pure mezza voce and ringing voice, that is not possible to be found by studying only 
the other registers. 
In the soprano, as in the mezzo-soprano, the chest register varies from the low 
do to the middle la or si; it is rare in the contralto ever to pass the middle. In the 
tenor, the chest voice ascends to the middle do or re. The chest register in the 
baritone has the same limits as the soprano or contralto. For the basso profondo it is 
rare for the chest ever to go above the middle sol or la. For the singer who nature has 
favored with the possession of the above-mentioned limits of the chest register I 
advise to note rarely the acute notes of this register. In general the feminine voice 
would not have to pass the middle fa in her study. To obtain the advantage of 
securing better the notes of the second register and not run the risk of weakening the 
notes of the second register if they check a lot and often and exercise with frequency 
the extreme notes of the first register so that the consequences of any irreparable 
voice damage is avoided. This register is available for even those who do not have 
this gift by nature; but it requires more care in its study and perseverance to secure it.  
II: Mid-Breast Register 
This register, named mid-breast, does not have a particular character, serving 
only in transition between the chest and head registers, participating on one or the 
other. This register is the more difficult system, even though, I repeat, it does not 
have its own special character.  The voice’s equality and homogeneity is dependent 
on the joining of this register with the other registers, which is enough for being 
highly recommended for study.  
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The extension of this register varies greatly dependant on the voices.  In the 
soprano it is very limited and it does not extend beyond the middle si or mi. The 
mezzo-soprano has the same extension, but to the middle la or re. The same occurs 
with the contralto as with the mezzo-soprano; in this type of voice it is this register 
that is most dangerous of all and the most difficult to systematize; and this explains 
why it is so rare to find a true contralto voice that is homogeneous in all the registers. 
In the tenor, this register extends to the middle mi or fa and then to the 
extreme ends of the voice.  The celebrated do in chest of Duprez and the less 
renowned sustained do of Tamberlick, as extraordinary as they may be are nothing 
more than notes of the middle chest, involved in the head, by the abandonment of the 
soft palate in sound expansion.  
In the baritone, the middle chest voice generally starts at the middle la or si 
with the upper limits of the voice varying according to the character of the baritone 
voice from the fa (F) to the la natural above the lines of the bass clef depending on 
the voice being bass-baritone or baritono tenore. Two examples of these types of 
voices are Coletti and Ronconi; just as there was a difference between Donzelli and 
Mario as tenors. When one knows how to make the chest register participate with the 
appoggio one acquires an extraordinary vibration, especially above intervening 
natural notes of do to mi over the musical staff. The same can be said for the bass; 
the register is limited to the sol or la finishing at the mi or fa above the stave. When 
speaking about the union of the registers, I will point out the advantages of this mode 
of study that which occupies me presently, as it is not easy to separate this study 
from others because of the correlation that exists between them. 
 III: Head Register 
As to the head register (also known as falsetto in male voices) it serves no 
more than that which concerns the female voice. The tenor, baritone and bass do not 
have occasion to make use of this register, at least in the Italian scene.  Long ago 
tenors often made use of this voice, specially to embellish a cadence; but today taste 
has changed a great deal and I would not advise any singer to risk this in public, 
unless his voice register is perfectly sound and united to the mid chest register, voce 
di mezzo petto. 
The head voice is very easy to systematize with study as it has a character that 
is very particular. To extract from this voice all the desired effect, it is necessary to 
carry the voice to the cavity of the pharynx and mouth, while abandoning the throat 
as much as possible; the soft palate mast be lowered slightly to prevent, as I have 
said before, the voice being only reflected in the inside of the mouth; if that were the 
case it would render the voice thin, and without the power and the vibrations that it 
acquires by striking the caverns of the pharynx. This register extends to the extreme 
voice heights and consequently has a very variable extension. In the soprano it has 
the most ring and is the most natural register. In the contralto, although loud enough, 
it lacks smoothness and it is somewhat strident.  In the mezzo-soprano it is not as 
extensive, or as nice, but significantly better than in the contralto.  
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These are the general considerations that distinguish each register within the 
different voices. Once the divisions and respective tendencies are known, the study 
of their union begins, the essential base for the art of singing. 
IV. Union of the registers 
The union of these registers depends on the (sameness/evenness/equality) of 
the voice, an indispensable condition for any melodramatic artist. 
The union of the registers consists of unifying the outer limits of the sections 
of the voice; in a manner where any gaps in the sound naturally vanish as the voice 
passes from one register to another, the voice seems homogeneous and of one color 
throughout the entire range. The most difficult gap to make vanish is the passage 
from the chest voice to the mid chest voice. To attain this fusion it is necessary to 
reduce strength of emission of the last two chest notes thereby making it participate 
in the character of the register that lies above without losing sight, however, the 
support of the voice should not separate from the chest. In the same manner it is also 
helpful for the voice, to spin the notes belonging to the chest register beyond the 
natural limits (but with great care and always striving to avoid the slightest voice 
straining); so also to make the most of this register union study. The frequent passing 
of each chest voice note to the mid chest the fusion of these two registers will be 
acquired in a manner that should not be perceived as an unpleasant setback, a pitfall 
of so many voices. 
Even though the passing of the mid chest voice to the head voice is much 
easier in women’s voices, especially in the soprano, I recommend not neglecting the 
same practice both in this register and the aforementioned, because this will help the 
voice find more homogeneity. In the next chapter I will discuss the exercises more 
with the intention of achieving this objective. 
To acquire some notes beyond their chest register, many singers strain their 
voice and are amazed that they have lost rather than acquired these notes. If there is 
one register that in study does not need to be forced it is the precisely the register of 
the chest. If it is strengthened, the intensity of the notes will little by little lose their 
energy and the center notes will weaken to point of being unable to withstand the 
slightest amount of fatigue.  If instead, practice in trying to reach the upper notes of 
the chest register is done with care without any throat effort, limited to maintaining 
the same voice register as well as not changing the support of the voice it will not 
take long to reap the fruits of this work because the voice that was initially 
indifferent and rebellious, will come out more easily; the character of the voice will 
then be extended to all the registers will produce a uniform, energetic and melodious 
voice. 
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Many singers decide to make a general study of the voice without having first 
exercised the separate and diverse registers of the voice before beginning the practice 
of their union. This neglect results in the acquisition of many vocal habits, of the 
type that cannot be corrected later. They may be able to study for the rest of their life 
but the study will never be beneficial because the initial steps have been incorrectly 
learnt. This demonstrates clearly how essential it is to make sure to infuse the singer 
early with intimate knowledge of his own instrument; in this way he will not become 
an absolute slave to his own voice, besides freeing (the artist) from the troubles 
encountered when unfavorable health conditions present themselves.  
One who dedicates himself to the practice of the melodramatic art should 
always be willing to show the public his available means, not limited to singing only 
when his voice is well: what makes the artist is essentially his intimate knowledge 
and free exercise of his own faculties. A singer who aspires to deserve to have his 
name known must make a tireless study of the mysteries of the voice, therefore, the 
one who is always a slave to the gifts that nature has favored him with will never be 
able to be called an artist.  
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Chapter IV 
Primary Exercises essential to the Voice: A profitable way in which to study 
Once the singer has acquired the essential starting points, such as voice 
support and the union of the registers, it may be said that he is already two thirds of 
the way on his path, since all that is left requires no greater effort, being only the 
mechanical study that relies on what has already been set forth. 
All the voice exercises can be classified into three distinct categories: 
1. Exercises for simple emission. 
2. Exercises for intervals. 
3. Exercises for agility. 
The first category includes:  
The sound sustained equally without increase or decrease of force.  
The loud sound concluded softly. 
The soft sound concluded loudly. 
The sound that initially begins piano that moves to forte and returns to piano. 
The second category teaches the intervals of the second, third, fourth, etc 
including both major and minor intervals.  
The third category will bring together all the exercises for perfecting voice, 
from the grupetto to the chromatic scale. 
I have no intention of presenting in these brief pages a complete method on 
the art of singing. I will be satisfied to point out some key advice over each of these 
particular exercises; leaving then the most minute details to the teachers of the art 
that can only come from the scrupulous examination of each of these exercises. 
I. Exercises for simple emission  
In Chapter II, I pointed out the essential conditions for simple voice emission; 
I wish to add then to the expressed recommendations, the one of maintaining the 
sound at same strength without any muscle tension. In order to decrease the sound, 
gradually take the sound toward the antrum of the pharynx, being careful to not 
change the color sound, always maintaining the character of the same vowel. With 
the decreasing of the sound and going in the direction toward the pharynx cavity, the 
soft palate slowly lowers and the pharynx progressively resumes its original position. 
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In this way the sound is sustained in the mouth and nose, this being where the sound 
participates at end of the natural emission of the spoken word. I recommend, that 
when making the diminuendo, that the mouth not be closed as the sound will lose its 
strength; it is the larynx that must operate this gradual decrease in sound, and the 
mouth must remain immobile in same position as attacking at forte. If the mouth 
were to control the gradation of the sound, the larynx would lose the benefits of the 
flexibility it would acquire by retaining these movements.  
The breaks heard in some voices when making the diminuendo of the sound 
always arise when there is too much movement in the cricoid-thyroid muscles, so 
much so that these muscles do not have the strength to maintain the sound from forte 
to piano while returning to its first position. For the sound to decrease progressively, 
it is necessary, therefore, to have parts involved in the emission return little by little 
to their natural position. This exercise, in addition to increasing voice elasticity, 
equalizes the registers and makes possible the attaining of a clear and vibrant voice 
even if the singer does not naturally possess it. 
For passing from piano to forte one must attack the sound with very slight 
aspiration of the throat and with the minimum amount of muscle contraction. In one 
word, in same way as if talking. To re-enforce the sound it is necessary then that the 
throat gradually take the same position it occupies when going from loud to soft, 
progressively lowering the larynx and allowing the voice to resume its initial point of 
support. The force in moving to very loud singing must be done by the pressure of 
the diaphragm over the lungs. Recall here what I said in the first chapter regarding 
way of breathing since one should avoid at all costs that the ribs and external 
muscles exert pressure over the lungs as this would remove the strength and the 
elasticity of the sound. 
This exercise from the start will be more difficult since it is not at first 
natural; and one should not by means of force try to augment the coming out of the 
rebellious voice.  Only with consistent and long study will the throat acquire the 
desired elasticity, permitting the singer to place in evidence the whole of his own 
resources. 
The spun sound is no more than unification of these two exercises into one 
and deserves no more attention than does taking a deep breath. I recommend besides 
the knowledge of dividing the spun sound into two equal parts that one should 
practice in two ways by moving from piano to forte and then from forte to piano. To 
join these more securely, it is necessary to measure the breath so that it is well 
distributed. 
Practice like this:  if one wants to produce a spun sound effect in the theater, I 
recommend that one third of the breath be used for producing the piano to forte and 
the remaining two thirds be used for the forte to piano; this makes it appear as if the 
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note is held longer than in the reality of the time. One should not neglect this 
beneficial exercise and therefore I advise that this be a part of daily study. 
II. Interval/transition exercises 
Exercises of secondary category should start with practice of first interval, 
that is: the minor second.  This exercise helps procure elasticity for the throat, is very 
helpful for the union of the registers. To transition from one sound to another 
securing the first, it is necessary to decrease the sound by moving it toward the 
pharynx and lightly lowering the soft palate.  When the sound is in this position, that 
is, entirely abandoned by the throat and sustained only by the pharynx and the soft 
palate, the sound with the help of a slight portamento, will be able to unite with the 
following one. The first sound frankly should be taken with a light aspiration to the 
throat, decreasing it in a way for the second sound to become joined with the first 
over a soft voice. The opposite can be done later, that is, to take up the soft sound to 
the forte sound. However, this should not be confused with tying or voice carrying. 
Nothing nice comes from that type of leading as in passing from one interval to 
another one should be able to hear all the intervals of the chromatic series. This 
leading is part of dramatic voice accents, of which of will discuss next, and this 
cannot be used unless passion is required for dramatic effect as will be shown in 
Chapter VI. Adopted as a system it becomes an unbearable defect.  
I believe it is useless to treat the third, fourth, fifth, etc. intervals one by one, 
since the same principles apply to the interval of a second. When the interval is 
higher, the voice has a tendency to drag, which is precisely why it is best to be sure 
of the first sound, and before abandoning it, mentally concentrate on the next that is 
to be emitted. This simple reflection will also help much with the intonation of the 
intervals that are more difficult. 
III. General points on agility; the trill and the grupetto. 
Vocal agility is a gift of nature that practice can prodigiously develop. Even 
though modern music does not show like the old, the singer must not neglect his 
practice, because this study has immense benefits for his voice. Exercises on voice 
agility are excellent for equalizing the voice and acquiring indispensable elasticity of 
the voice. There are various ways to carry out or accentuate styles of vocal agility, 
which can be smooth, chopped or beating (legata, picchiettata o ribattuta). Each of 
these requires a different accent and execution. I will point out the essential 
conditions for their relative development. 
Smooth agility (legata) is the one for the singer to pay attention to more so 
than the others, since others are no more than a modification of the principle that 
governs the first. One who does not possess this naturally in his voice should begin 
the study slowly, being careful to tie together all the sounds of the scale without 
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dragging the voice and listening carefully to transition from one note to another. 
Only the first scale note should be lightly attacked and increase little by little 
increase the rate of progression throughout the intervals of the scale. To perfect the 
exercise for smooth agility it is necessary that it also be what is called granita 
(granite); that is, that each of the sounds that form the scale, are sensitive to the ear.  
To give the chopped agility its true character, it is necessary that each note be 
heard by means of a smooth throat aspiration without chest involvement and with the 
most lightness possible. 
Beating agility (ribatutta) needs to be executed with a smooth contraction of 
the diaphragm. This type of agility is quite rare and generally used only for low 
voices and also known as blows to the chest (a colpi di petto). I do not advise singers 
to study this particularly from these agility types; it is sufficient that they understand 
in case they have need to use them for character effect.  
Agility exercises should generally be performed using the larynx and not the 
mouth; a not too uncommon defect among many singers.  
The trill (trillo) like agility is a natural gift that with practice can be acquired, 
as in the case of the celebrated Giuditta Pasta. Particular care needs to be taken to 
assure clarity in the execution of the two notes on which the trill rests; being more or 
less the dividing interval. One must not confuse the trill with the tremolo like that of 
a little horse, called to neigh, because it reminds us of the horse or that kind of 
oscillation of same note that is no more than a ridiculous caricature of the trill. This 
should always start with a lower note and be gradually increased in speed so that one 
knows that it is the performer who is in charge. 
The grupetto, or the mordent, must be well executed and should be supported 
lightly in the back of the throat, in a way that each note is heard clearly. It should 
always be smooth (legato).  The number of notes in the grupetto varies according to 
the singer’s taste and can be classified into three types: simple grupetto, double and 
compound. The use of grupetto, when it is well suited, gives grace to the melody and 
sometimes adds strength and vigor. But I must recommend it be used with caution, 
because if it is too lavish and is in bad taste, it would do much damage to the 
melody, undermining its distinctive character: the grupetto used within inappropriate 
types of music is eminently ridiculous.  
IV. The sincope, fainting effect and how to accentuate it. 
The sincope, is the anticipation of one note over another, and is to be 
accented in a way so that its true character is not adulterated. It is rare! Few are the 
singers who know how to accentuate a sincope. The attack of the sincope should 
always be decisive, and not repeated over the consecutive fourth. I point out this 
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defect for the particular attention of all singers, for with a little care it can easily be 
avoided. Once these initial practices have become a habit for the singer, he needs to 
make up a series of exercises that simultaneously address all his major vocal 
difficulties, and if he wants to overcome all of them, he should not let a day go by 
without practicing them separately. I recommend, nevertheless, that reflection be the 
singer’s guide for all exercises. Only in this way is the singer able to reap the fruit of 
his labor. The mechanical voice study, if not directed by intelligent attention, could 
be more harmful than helpful. To be able to have the singer identify himself with his 
instrument, is obtained through the constant practice of his resources.  In this way he 
will be able to acquire mastery that marks the complete artist, rendering art 
superiority to that of nature.   
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Chapter V 
The necessity of vocalization and recommendations on the emission of the different 
vowels. The application and study of articulation. The necessity for good 
pronunciation and the many effects that it possesses. 
Once the singer has separately overcome all the difficulties that voice study 
presents, he must dedicate himself to the study of vocalises, which is nothing more 
than the simultaneous application of all the principles that form the basis of singing. 
It would be inopportune to study the vocalises first without securing the principles 
that are the foundations of singing; because the singer must have reached a secure 
level of handling his own instrument, with practice of the primary exercises, as he 
would always hesitate every time he wished to go out (perform). Although 
fastidious, this practice conducted with intelligence and consistency, it will not be 
long before this work bears fruit; and even though the art of singing, studied in this 
manner, appears more difficult to learn and seems to take longer, what sometimes 
happens is the opposite; for besides progressing with certainty one acquires little by 
little a secure knowledge of the proper voice.  One who vocalizes well cannot help 
but sing well since melodramatic singing is nothing more than vocalization with 
addition of words. It will always be more difficult to sing well a vocalization better 
than any opera piece because vocalises are focused solely on uniting all the 
difficulties that are found in singing, whereas in song, fantasy is introduced by the 
participation of voice and word. The vocalization exercises should never be 
neglected. I recommend that the student not focus only on vocalises of one author as 
he needs to train the voice to encounter all possible difficulties that arise in singing. I 
counsel students to make a preference for others’ recommendations such as those of 
Crescentini, Righini, Bordogni and in general those who have written with more 
knowledge of voice difficulties. The vocalises should be specific and help the singer 
overcome the difficulties of execution that each of them presents, and merely give 
the pleasure of singing a melody of his liking as the study requires courage and 
accuracy if vocal difficulties are to be overcome. Pleasure like that of sentiment in 
singing can be developed with exercise; but it is more difficult to instill this in him if 
he is the possessor of a rebellious nature. Nevertheless, art can make up for the lack 
of many natural gifts, and the artist who knows his own capacity can in many cases 
make the audience forget that he lacks certain gifts.  Do not neglect, then, profitable 
study, animated by the zeal and love for the art, which motivates the singer to perfect 
his skills consciously with each exercise that he acquires with practice. This is the 
only way open to the artist, a path to an honorable career that will someday be 
worthy of the public’s admiration. 
Up to now, I have only mentioned the [a] vowel for the study of the voice. 
Just as a song must attend to the words, which are merely constantly representing the 
five vowels, first one must pass a comprehensive study of the pronunciation to have 
the ability to emit well every vowel within a song.  
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The [a] vowel is the most appropriate for voice study, since correct emission 
does not require any of the agents that coincide with articulation. The limits I have 
set in these lines does not permit me to expand much on this argument, and I will not 
enter into particulars about the pronunciation of every vowel. I will limit myself to 
only share some opinions concerning phonetic formations in general. 
The [ε] like the [i] rely in common discourse on a lean toward the nose. In 
singing they ought to be emitted very differently. The point of voice support for good 
emission, as I have said several times, must always be the chest: from here (chest) 
whatever vowel the voice has to emit is done with the point of support being the 
chest. This needs to become an applied principle that must never change. The 
internal part of the mouth and the pharynx should certainly take part in sound 
modification, but they should never be used as point of support; so it is necessary to 
exercise the emission of those two vowels, without moving away from the chest as 
the point of vocal support. In this way the sound will never be nasal and may have 
same strength and vibration as the [a] vowel. This exercise which by itself, does not 
appear to be very important, on the contrary, merits attention by all singers; because 
the natural propensity of the singer leads him to emit these vowels with help of the 
nose, which could cause him to lose much of what he previously acquired through 
his hard work; the voice breaks down when varying the point of appoggio (support) 
and can lead to a voice confusion that is serious and damaging.  
In this way the singer will not be forced, as many are, to change the vowel 
and as a consequence the word, as in a cadenza or at some point of effect because he 
has difficulties in emitting what was written. There are many singers that do not 
hesitate to go against their good taste or the prose, and change the written word for 
the sole difficulty that they cannot be bothered to invest in the correct emission of the 
vowel. The simultaneous study of the vowels will make him master of the emission 
and as a result he will avoid indecent ridicule. 
I recommend for both the [a] and the [ε] vowels that the singer adopt the 
principle of listening distinctly to the various vowel sounds formed within the word 
and the relationship they have to the accent in the prose; for example in the word, 
amare (to love) it is easy to recognize that the first [a] vowel is lighter than the 
second; In the word, Ercole, the first [ε] vowel is more open than the second. Just as 
good and correct pronunciation is based essentially on the emission of vowels, it is 
necessary that the singer be very careful to not distort the many particulars of 
pronunciation.  
For vowel [open o] as for vowel [u] the lips only should be used for the 
modification of the sound. These two vowels by their closed nature require greater 
voice intensity for expression and can induce unexpectedly a strain in the internal 
walls of the throat: thus it will be necessary to wrestle with this natural tendency, 
leaving the throat free from any manifestation of muscle tension, exterior of 
 105 
otherwise. In principle it will be difficult to achieve, but with a little perseverance, it 
will not take long to overcome this difficulty. 
It will be very helpful to become accustomed with the particular formation of 
the sounds of all the vowels and dedicate yourself to vocalize each and all the 
phonetic formations for all vowels. I recommend again without any fear of repeating 
myself, that only the mouth, the pharynx, the tongue and lips should be used to 
modify at will the sound, without ever changing the voice’s point of support 
(appoggio).  
I would need more time and space to unravel all the rules that govern with 
respect to articulation of all the consonants in singing, as practice aided by reflection 
will be perceived by the singer as more than enough, since there are so many 
exceptions to the general rules. Articulation of the consonants should be generally 
more accentuated in song than in usual language as it corresponds to the importance 
of vocal expression. One must be careful with words that end in consonants and with 
abbreviations like castel for castello; amor for amore, etc. If the singer is not careful 
to accentuate the final consonant with force, he runs the risk of confusing the 
beginning of the next words; resulting in much incorrect pronunciation. This same 
warning applies to all cases in which two different consonants are close to each 
other, such as in the words perfido, morte, rimbombo, etc. In these cases, 
pronunciation of the first consonant must be clear and neat, not to fall in the habit of 
so many singers who prefer to add an [ε] vowel after each consonant, pronouncing 
the former words as: perefido, morete, etc. To clearly pronounce the first of these 
two consonants, it is necessary that the throat be totally abandoned to the strength of 
sound, supporting only with the help of nose and throat, which allows the articulation 
of the consonant that follows, to be achieved without any throat tension: by not 
taking this care, many singers acquire the vice indicated before. 
There are also some dramatic situations where the word by a particular set of 
ideas that it embraces, requires, a specific articulation in the consonants; for 
example, the first word of condemnation by the tenor in Lucia, where the dramatic 
accent and the voice itself correlate much more with the expression the more the first 
consonant is articulated. 
I shall not examine all situations where articulation helps the dramatic accent 
and even impacts the voice. It is essential that the singer approach his study of the art 
with love, that he be engaged with particular attention to philosophical study of 
various gradations of feelings and surely will find in articulation an effective and 
powerful aid for expression of many effects.  More than in simple vocalization, the 
singer should permit as much as possible lightness and elasticity in the throat for the 
accented pronunciation of the word, this way avoiding useless tiredness to the throat 
that should not be used for any function other than the mere formation of sound, 
changed later by other agents that contribute to the general articulation of letters.  
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In the theater, to ensure that the artist gives his words sensibly to the public, 
he will need to exaggerate his pronunciation of some, particularly, with naturally 
silent or muted consonants like the b, the d, the g, the v, etc. In this way he will 
succeed in having all the words in his song heard clearly by his audience, a very rare 
quality today, since the pronunciation of many singers is indifferent. 
A study I recommend first to the singer is that he devote himself to the 
learning the words and the notes, then to using the solfeggio as the glue that unites 
both with the singing. With practice the singer can train his voice to simultaneously 
articulate four of the five vowels, that is, the [a], the [ε], the [i], and the [open o], and 
some consonants like the d, r, m, f, s, l; this will serve as the preparatory study of the 
pronunciation. This is proof of how damaging it is to begin early music training by 
naming the notes instead of solfège. Missing out study that requires greater 
knowledge, can lead to defects that are not necessary if care had been taken early on. 
The study of solfège from the beginning would be infinitely more profitable, if the 
mind is forced to do the job entrusted to the mouth; since vocalizing on the [a] vowel 
in solfège in the mind, would result in setting intonation more securely without 
danger of incurring distortion of the anticipated study of the pronunciation. 
The singer must not only be the interpreter of the composer in expressing a 
melody, but through use of word he must also interpret the sentiments of the poet 
who weaves the dramatic action, thus increasing the interest of the spectator and 
produces the great effect. I believe, then, it is not futile to insist one more time to 
recommend to singers not to deprive themselves of any unforgivable neglect, of the 
immense advantages, that can be obtained from this indispensable practice.  
In the next chapter I will discuss what is missing in order to complement the 
vocal study of the melodramatic artist; and I will briefly consider studies that should 
be found useful to complete the artist’s education. 
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Chapter VI 
The vocal timbres, accents and dramatic effects capable within the singing voice. 
Study of the different styles of the old masters. 
The sound quality of the voice is called timbre or also sometimes referred to 
as the color of voice.  
The voice consists of two opposing timbres, the open timbre and the closed 
timbre. 
The timbres are used to express all the emotions, expressions and passions of 
the human heart. 
The open timbre generally expresses all the expansive feelings of the soul 
such as joy, anger, etc. The closed timbre is used to express all the passions that 
denote concentrations of the soul, such as revenge, hatred, suppressed anger, etc. 
It is helpful to observe that one should not confuse the color tone (timbre) 
with the point of voice support (appoggio) that should always be in the chest, like I 
have said knowingly and repeatedly. 
Here the singer must observe that the point of appoggio should not be 
confused with the timbres of the voice, which for the purpose vocal emission should 
always be at the chest, as I have already told you. On the contrary, to sing with voice 
support at the chest or at the nose, or at the throat create what are called guttural 
tones, nasal tones, etc. These tones referenced by some authors in their works on the 
art of singing are brought about by incorrectly changing the point of voice support to 
the nose or throat cavity, etc. Hence they create improper and erroneous timbres that 
are not true.  
The open or closed timbres are to be used for expressing expansive or 
concentrated passions and neither one can be accepted as the basic tone for voice 
emission that really requires a mixed tone that allows for use of one or the other, 
depending on the need in performance. The mixed tone color is preferred for the 
expression of feelings that show the normal state of being; so the singer who takes 
one of the opposite timbres as the basis for his vocal emission, would deprive 
himself of an essential resource to be able to express certain soul affections. 
Therefore, the singer should practice using one tone color as much as the other two 
timbres, and should consider them only as effects or dramatic vocal accents. 
The point of appoggio can be moved only for expressing specific sentiments, 
like, for example, a sigh of desperation that can perfectly characterize the point of 
appoggio being the throat, just like the effect of tears or any other pathetic sentiment 
 108 
of the soul can easily take the voice to the nostrils. There are other sentiments that 
cannot be expressed by the timbres, therefore, the voice has to resort to other means 
or accents such as, for example: voice dragging, the staccato, the slancio, 
(enthusiasm), etc. 
Voice dragging should be used with great parsimony (sparingly), and only 
when the singer wishes to express a profound sadness of the soul like: tearing of the 
soul, the irony, the love betrayal, etc. Further, it would also add much more to 
expression of these feelings, to move the point of appoggio of the voice from the 
chest to the throat as I mentioned above with regard to the expression, which is that 
of tears or crying. 
The staccato (short detached note) is very apt for expressing the sob or 
stupor.  
The slancio (enthusiasm) especially characterizes any dramatic and energetic 
sentiment, a distinctive characteristic of modern music that the celebrated maestro, 
Verdi, has been able to embellish in new forms.  
Few are the singers that can accentuate the slancio as it should be; a 
somewhat neglected earlier practice that today, mercifully, thanks to a new form of 
modern music this effect can be produced with the least amount of fatigue and it 
should become an essential part of the singer’s education. I recommend that this 
accent not be achieved with blows to the chest, which in addition to distorting the 
distinctive character of the enthusiasm (slancio), could also distance the artist from a 
perfect intonation.  On the contrary, it is necessary to abandon the throat just as the 
sound has been strongly attacked; and when I say throat abandonment, I do not mean 
to say that the sound should be abandoned; in relation to this I request the reader to 
refer back to the chapter dealt with the messa di voce; since strictly speaking, 
enthusiasm (slancio) is nothing more than a successive vocal passage moving from 
forte to piano over the same note and almost instantaneously. 
The diaphragmatic breath, which the singer will have appropriated will be of 
great help in securing the expression of the slancio and will permit the singer to 
leave a mark of great energy in his singing that shows no sign of having been 
achieved with throat tension. It will allow for greater flexibility and as a result will 
allow him to resist the fatigue that comes with strong singing. The effect of his 
singing upon the audience will also be much greater.  
For greater clarity the voice effects and dramatic accents could be 
summarized, as follows: 
Effects: mix tone color (timbre) expression of normal state 
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 Closed tone color (timbre) expression of concentrated state 
 Open tone color (timbre) expression of expansive state 
Accents: Strasciamento…………………..voice dragging, tearing of the soul 
 Staccato (short detached note)……………….the sobbing 
 Slancio (enthusiasm)………………………… the energy 
If to theses are added the gradations of the voice that can be obtained with the 
support of the crescendo, diminuendo and legato of the sound we would have a 
complex summary of the many vocal effects possible. With this brief summary in 
mind the singer should never find himself, with the correct application, contradicting 
the sentiments that he wishes to express with his voice. Besides, there are an infinite 
number of subdivisions that with more meticulous examination would take us very 
far: I leave it to the artist’s good sense to know how to appreciate them and 
judiciously apply them.  
The singer who wishes in his heart to interpret the music with truth should 
become accustomed from the beginning to study the character and style of what he 
has to sing. All well written music possesses its own particular color and its own 
distinctive character. To acquire and develop this useful knowledge, I recommend to 
younger singers that they study the styles of the older masters. With careful 
examination of the history of different musical genres that gave rise to what is 
current, one can develop a good sense of style and character to impart to each of 
them. 
Starting with German composer, Gluck, for example, who lived in Italy 
around the year 1745, one can easily discover the grandeur of his conception and his 
sublime style that is both broad and majestic; one would find in it a kind of 
recitative, neglected in operas that came before him, with an expression and a truly 
dramatic truth.  The Orpheus, Ifigenia, Armida and the Alceste are the most valuable 
fruits of this great genius and very justly he is called the father of Lyrical Tragedy.  
In Piccini, his antagonist, we do not encounter such breadth of style. One can 
admire, nevertheless, the charm and grace of this particular era; so much so that in 
1778, the Paris public opinion was divided between these two composers. The 
didone was his greatest triumph. Piccini was the first master teacher in Italy, he 
introduced scene changes and he changed both rhythm and timing to suit the 
dramatic situation. In 1760, in the opera, la Buona Figliuola (Good Natured Girl) 
presented in Rome, he introduced this novelty that broke the monotony of endings by 
Leo, Vinci, Pergolese, Hasse, Lagroscino, etc. 
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Sacchini, although monotonous by the uniformity of all his compositions, 
nevertheless, distinguished himself by his pleasing and pathetic style: Edipo a 
Colona, (The Passion of Oedipus) composed in Paris in 1875 was his greatest work. 
Mozart, that immense and portentous genius, who knew how to couple the 
most beautiful melodies with most erudite instrumental accompaniments, whose 
music even today is captivating and enchanting, was the golden link that brought 
together the first dawn of Lyric Tragedy that provided the sublime inspiration out of 
which was born the compositions of Paisiello and Cimarosa, whose music was light 
and graceful in its style; whose compositions reveal passionate and melodramatic 
sentiments, very common amongst the majority of teachers of that time.   
   I will not try to provide a list of all the qualities illustrative of the musical 
geniuses throughout the history of our century, those interpreters being: Rossini, 
Bellini, Donizetti, Meyerbeer, Mercadante, Auber, Pacini, etc., all precursors of 
Verdi, who for so many years has given luster to his homeland with flashes of his 
fierce and prodigious talent: my strengths and the limits to which I am reduced to a 
trace history in these short pages, do not permit me. In doing so I have wanted to 
touch on this question with the sole purpose of persuading the singer to pursue for 
his own good his research in these areas that is so helpful to his study. Although not 
essential to the completion of his musical education as a lyric artist, this study will 
extend his knowledge and develop in him a sense of style and beauty.  
The singing artist is the ‘host’ for interpreting the poet’s and composer’s 
inspirations; it is not enough to possess the gift of a beautiful voice and to have the 
education in voice training to overcome all the difficulties of singing, if one does not 
add to these conditions, a profound musical education that allows the artist to 
identify with the poetic thoughts that initially inspired the composer. Voice 
education would suffice if the purpose was only to better the written musical 
materials and to flatter the ear rather than to touch the heart; but the singer who has 
expression, besides his voice education that should facilitate his execution of all the 
difficulties of a melody should also possess a sensitiveness of the soul and the art of 
being able to also express feelings. In principle this is the basis of true melodic 
interpretation. No such study would be more apt for the development of the sense of 
style that is that of the first masters who are distinguished primarily by a remarkable 
sense of clarity and spontaneity. 
To complete the musical education of the singer and because he is able to find 
his preferences with regard to taste and to the way he feels so much so that he will 
develop in him an effective way of being expressive, I must still insist that the singer 
must always try to search for a broader musical knowledge. He should study the 
pianoforte so that he would be able to accompany himself. He should study the 
principles of harmony, thus permitting him to understand the expressions that are to 
be found within the tonalities of accompaniments. He should be able to sightread, 
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without which neither the teacher nor the pianist will be able to easily instill in him 
the style of the operatic composers that he will study nor develop his sense of good 
taste and his criteria for making sound musical interpretations that are truthful in 
their sentiment. It is arduous work certainly, thinking about how much the singer 
must dedicate himself to the study of a single song, but there are many advantages to 
be found in the perfecting of art, that I must recommend and insist that singers 
complement their musical education and become dedicated in this way with great 
strength of heart.   
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Chapter VII 
 The need for the indispensable study of stage action with some general pointers 
concerning mimicry.  
If I could have simultaneously dealt with all the necessary knowledge that 
completes the education of a melodramatic artist, I would have written these notes 
related to mimicry at the same time that I dealt with those principles that govern the 
study of voice. 
Singers generally believe that it is useless to pay particular attention to the 
study of all areas of the performing arts, assuming it is sufficient to feel only for 
elements of vocal expression, trusting that this type of practice will be enough to 
make the theatrical scene speak. Without any clear thought they believe that the 
public should support and pay a type of tax to see and hear an artist who is really in 
his apprenticeship.  
Miming is certainly an art that cannot be easily taught; but just as in any other 
art, if it is not possible for the teacher to instill a sense of beauty within those who do 
not have it, it may be possible to teach well the external manifestations and the 
absurdities that should be avoided. Just like an elite language, it has its invariable 
rules that cannot be violated without falling into the ridiculous and the absurd. Why 
then should we neglect and treat lightly a study that is so essential? If the importance 
and application of this language were known, the strength that a word is given when 
combined with an appropriate gesture, one would understand just how necessary this 
study is. And, nevertheless, it is generally considered today that in order to be called 
an artist and have the right to boldly confront public opinion; it is enough to have 
received from nature a more or less strong voice, a voice more or less beautiful; 
forgetting that the artist, when interpreting the sense of poetry and feeling of the 
music, it is not adequate to make use of one and neglect the other.  
The study of the stage action within a scene should not be limited to knowing 
how to march on the stage or how to gesture more or less unencumbered. If the 
gesture does not correspond to the sentiment being expressed, it will appear to be 
false and insignificant, or even a contradiction. The basis for appropriate action on 
stage and for gesture should always be the word. The single gesture is to the mime 
what the single note is to music. Therefore, it is necessary for the melodramatic artist 
to study this second part conscientiously and with reflection; this part, so essential, 
will become a great resource for the singer helping him tremendously throughout his 
career. 
It is useless, then to mention how absurd it is to use and present on stage a 
young singer who has just completed his initial vocal studies. Even though he may 
have possession of a sense of beauty, he will always seem clumsy or he will 
 113 
exaggerate in his performance, because the action should come with help from the 
expression of the word. In this way the gesture and expression will always be 
enough. His continual occupation with his arms and his legs will only make him feel 
embarrassed. His thoughts must appear ordered so that he never runs the risk of 
assuming the same gestures or remaining like a stake, wooden, on the stage. This 
often happens when the singer is thinking of his actions instead of following the beat 
within the music therefore sacrificing the action the music or both. On the other 
hand, what can we expect from a poor beginner who ignores these essential 
doctrines?  Is he able to convey to the listener, through his song and actions, the 
vocal expression and feelings that he possesses, if he has not had enough time to 
make a habit of unifying the resources for this most essential study? Hence, there are 
many singers that are pleasing in a lounge accompanied by a piano, and are 
absolutely incompetent when performing with an orchestra in front of the public.   
 It is not enough that a singer, who has completed his voice studies, should be 
content in taking lessons from a professor of declamation or from a mime artist, that 
in the course of their artistic career have done nothing other than perform automatic 
gesture exercises shown to them by a dance teacher or choreographer.  
The study of declamation should be reasoned philosophically to make it a 
secure resource and should be done simultaneously with vocal study. Scarcely as the 
student has commenced his study in opera, he should at the same time begin the 
study of declamation and reciting the text from memory while gesturing at the same 
time. In this way he will be able to make progress from the beginning of his career 
without the threat of forcing the public to participate in his efforts. 
I know well that there are some artists who have been given by a nature a 
special intuition, as is the case with many famous actors, but these cases are 
generally exceptions to the rule. How is it possible for the singer then to confront the 
first steps in their art unless they study carefully the rudiments of the profession they 
wish to enter? This is the only way that you can gain the enviable name of ‘artist’. 
Some seem to arrive at the point of celebrity without ever even knowing the music. 
But what does that prove? All we know is that nature is immensely prodigious and 
varied in its manifestations and there are those who are elected and placed here for 
the mission of transforming in us a sense of taste and beauty (that cannot be taught), 
stretching the boundaries of sentiment and expression. To master the nature of these 
powers is the prerogative of our study. This is not achieved on a mere whim, and is 
certainly not granted to those who wish to have it by means of a simple request.  
 Let me return now to provide some general advice regarding miming. To 
afford the artist a secure guide with only a few words, if not to become an actor but 
to be at least able to correct himself, he must amend his natural faults and avoid any 
false interpretation of any feeling. Not being able to establish more than general 
rules, I leave the judicious application of my advice to the artist’s own intelligence. 
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As we have been able to see through the discussion of the timbres, voice 
accents and dramatic effects, the soul is manifested from three aspects: that is; 
normal state, concentrated and expansive. This trinity of states should therefore 
result in the mime or gesture also having a trinity of expressions. Likewise the voice 
also is expressed with a trinity of timbres. Therefore, the gesture will be normal, 
concentrated or expansive according to the state of the soul to be disclosed. When I 
speak of the gesture it is not only about movement of the arms, but also of the head, 
the eyes and the various positions of the chest. It is necessary that all the parts of the 
body to come together and avail themselves to contribute to the dramatic expression.  
I beg the reader to follow me with the most scrupulous attention since this 
material is difficult to explain in writing. For the reader to understand me better, I 
will consider the principle aspects of each gesture separately, examining them from 
this threefold point of view: normal, concentrated, and expansive. 
The normal state is used to describe feelings of perfect quietness. These 
feelings like those of private passions or affections are to be expressed within the 
aspects of the gestures of the normal state of mind. That is why I believe it is useless 
to give the normal state of being any particular consideration.  
The concentrated state of the soul is achieved by leaning the head somewhat 
toward the chest. On the contrary, expressing the state of expansiveness is achieved 
by bringing the head back to its normal position.  
Leaning the head a little toward the opposite shoulder and toward the 
interlocutor and then leaning slightly backwards expresses the feeling of arrogance. 
Observe that what gives this sentiment its true expansive character will be the slight 
tilt backwards. Just as it has been observed above, these physical attitudes will 
characterize perfectly the state of mind. Doing the opposite will express the 
sentiment of compassion or of love. If one inclines the head toward the other 
person’s shoulder turned somewhat from the same side that is lowered lightly and 
tilted toward the chest, this becomes the ultimate movement that corresponds 
perfectly to the concentrated state of the soul from which deep compassion and 
feelings of love originate.  
In regard to the eyes, they compress to express a concentrated sentiment and 
they open to manifest the expansion of any other eccentric state of the mind. The 
eyebrows rise for an expansive feeling and contract to express the opposite feeling, a 




 The modifications to different degrees of these sentiments, as in the case of 
producing either a normal state, a state of expansiveness or a state of compressed 
feelings, along with a combination of these states relies on three movements. 
Movements of the eyes and eyebrows express the above three states and also give 
rise to nine particular expressions (*)3
These sentiments should be used in a general sense, as it is possible to find an 
infinite variety of gradations of these expressions, correspondent to the infinite 
sensations of the soul. To provide greater clarity, this is why I wished to qualify 
these nine sentiments. 
 that correspond to sentiments of (1) 
indifference,  (2) boredom, (3) physical and moral tiredness, (4) contempt,  (5) 
mental concentration,  (6) stupor, (7) shock and (8) energy (9). 
The three states of the eyes, mentioned above (normal, concentrated, and 
expansive) can be modified if additional changes are made with the eyebrows such 
as raising the outside of them, the part that is closest to the temples. A deep sense of 
grief is characterized by the first, which can vary in its intensity depending on the 
movement of the eyes. See eye chart frames 10, 11, and 12. In the second case the 
eyes depict by the gradations and feelings of lubricity. See nos. 13, 14,15. 
A better understanding of the movement of the eyes and the diverse 
characteristics that can be achieved when united with movement of the eyebrows is 
essential. You will find adjacent a small picture chart to help the artist study 
separately the various movements of the eye that can be used at correct moments. I 
highly recommend this practice as it will give the artist greater facial expression and 
will help extend true character to any expression. Moreover, who does not know that 
the eyes are the soul of the body, making them, even on their own, enough to provide 
truth in expression? Therefore, the artist should not neglect this practice that will 
provide him with the ability to create greater dramatic effects. 
The hand should also take an active part matching all three of these 
movements: if closed it will express a compressed feelings, and if open, with fingers 
spread wide, it will characterize all the feelings of expansion.  
 The movements of the mouth and the chest also correspond with the three 
states of mind even though both are indispensable to the act of singing. The artist 
must start this study immediately and never neglect the application of these 
prescribed rules in matching the various states of mind or soul. In general, these are 
the essential agents of dramatic expression; that can express any given sentiment, 
even when called upon separately.  
                                                 
3 See table of expressions. 
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We must know speak about the secondary agents involved in gesture, the arms and 
the legs, which do no more than increase any expression merely by their movement. 
Taken on their own they have no specific expression.  
The movements of the arms have infinite variations, especially if we take into 
consideration the movements of the hands and the fingers: thus, it is not possible to 
put forward all the possible variations. I limit myself, for now, to recommend the 
best way to obtain a well-rounded style of movement. One should always take care 
that there is a certain correlation between their movements so that they do not look 
like they are sending signals such as the waves of movement found on a telegraph 
wire. To ensure a gesture never losees its nobility, arm movements should never go 
higher than the shoulder, unless it is to express an invocation to heaven or some such 
instruction. Singers should also avoid those conventional gestures that show no more 
than the inability of the performer, such as, the proverbial laying the hand on the 
chest or upon the hilt of a sword, etc. Action should be natural and as a consequence 
should impart the feelings of the soul. In one word, a gesture being essentially 
elliptical should possess concrete meaning and be expressive. We are not speaking 
about those natural movements that give the gesture grace and poise. When we say 
‘gesture’, it is that silent language, which together with the word conveys strength of 
expression. 
With regard to the importance of the involvement of the legs in stage action, 
they are essential in giving the character its true nature, both in terms age and 
condition. Because their movements are so varied I do not wish to analyze them 
separately, as it is not my intention to present the reader with a comprehensive 
treatise on declamation. My advice to the artist is therefore limited. To love the art 
enough, so that one dedicates oneself to it completely, that one turn oneself over to 
the care of a teacher that is not content to teach gesture alone but also knows how to 
teach the application of it is essential. In this way one will be sure to progress 
without the fear of becoming a poor imitation of another. The gesture, as I have said 
many times already, must express all those sentiments of the soul. It is the artist’s 
aim to express the feelings within each work that he performs. I only recommend 
that there be no contradiction in his expressions. Unity within his thoughts should 
give way to unity of expression.  
I recommend now, to young and intelligent students, some general tips that 
are the result of constant observation and of a long and laborious career on the stage.  
Just as harmony is the result of various oppositions, so also in a plastic art 
like the mime, harmony in action is brought about from the opposition of each and 
every gesture although they may occur within a common expression. One should 
always avoid uniformed movements (I do not mean unity of design) as a constant 
rule. The arms should operate in opposition to the direction of the head. Also, the 
chest and legs should move in opposition to each other. These principles can be 
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observed in all the Greek statues that even to this day are the synthesis of all plastic 
beauty. 
Two movements should never be executed simultaneously, for it is evident 
that if one moves the arms and the legs at the same tempo one will look like a 
marionette. 
  The more important types of gesture should move slower. This way the arms 
and legs can move more slowly than the hands and eyes. Always when the singer has 
to execute a transitional movement he should above all take care to support with the 
opposite leg, that is, the leg that must initiate the movement. There is nothing more 
awkward than to see the incorrect leg initiate the movement of the body. (You should 
always use the leg that corresponds to the direction in which you wish to travel. If 
you want to go right, use the right leg and not the left. 
The gesture used must also be consistent with the genre of the piece that is 
sung; so it is important that the singer moving at an easy walking pace should avoid 
making large gestures with his arms, which harms both expression and effect. In a 
word one should make few gesticulations, but they should be fair and reasoned. As I 
have said before, it would take a long time to go into the thousands of considerations 
that concern this very complex art from.  I highly recommend the recent writings of 
Morocchesi. These works concerning opera are highly beneficial to this type of 
study. 
What I have said is enough regarding some of my general observations that 
can serve as a guide for the singer, so that he will have some knowledge of the 
mimic art, which can by itself, in all situations, aid in correcting many natural 
defects. It is enough if I have only achieved calling to the artist’s attention these 
essential points that are almost always neglected. I do not pretend to be infallible and 
I hope to be forgiven for my sincere findings and my imperfect work, which is 




 Ways to characterize the face in the theater and some pointers on how to dress in 
character. Need for singer to have some knowledge by study (erudition). 
Besides interpreting the poet and the composer, the melodramatic artist is 
obliged to make a personage out of the character he represents. Especially in Italy, many 
directors and managers as well a great many artists attach little importance to the staging 
of operas and care little about the historical truth with regard to costumes; so it is not 
uncommon for a character of the year1500 to appear with dressed in ornaments that 
belong to a character of the year 1200. An artist’s vestments should not be a mosaic of 
different periods. This mistake could be corrected with a little care and attention.  
I enjoy being able to write here and modify what it was that I said over twenty 
years ago. Progress leaves its mark on all human endeavors and much has been made 
through the introduction of operas from abroad and generally through the adaptation of 
modern culture. Works are now staged with greater historical truth and the luxury of the 
scenes, mounted spectacularly, make them worthy of the most famous theatres abroad. If 
not divided on the opinions of those proponents of modern music that for the most part 
is modeled on the revolutionary school begun by Wagner, I can now recognize how Italy 
was able to benefit from this contact with works from abroad. This has resulted in better 
staging of works by giving them a more righteous character and greater historical truth. 
So it is then, that in this way the classical Italian masterpieces are represented. The 
music of Italy was able to connect with all people through its innately divine melodies, 
the prestige of which can never be destroyed by modern science. I return then to my 
subject. 
The deportment and attitude of the artist contributes in great part to the 
personality of the character he is playing. He must also be aware of the external 
manifestations of the character. The truth of the character can be found in the 
characteristics of the facial expression. It is essential to creating a character that is as 
close as possible to being a real person.  
When one has to interpret a particular characters personality, the artist should 
carefully research what the distinctive physique traits of the era in which the character 
lived were and be able to copy them exactly. This will prevent the artist from making 
known his nonsensical, unpardonable and inadequate knowledge. What would be said, 
for example, of an artist representing the character of Lorenzo de Medici with crudely 
cut hair and long beard? This happens when the artist, without taking the trouble to 
study history, limits himself to form with his imagination a fantastical idea of an 
historical character he is to represent. This is not to say that the artist should slavishly 
copy the person he wishes to characterize; because art should be the idealized 
representation of nature and its main objective is to exalt the mind and heart toward the 
beautiful.
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Regarding the face, there are three things that primarily contribute to expression of a 
character from a particular time period: 
1. The hair 
2. The beard 
3. Age 
The authenticity of the performer’s costume characterizes the time period more 
so than the person; but these two conditions come together in such a way that they 
cannot be separated without becoming a contradiction or inevitable absurdity.  
The shape or cut of the hair is a distinguishing feature of characters of certain 
historical periods and as such hairstyle should be strictly observed.  For this reason 
my advice to conscientious artists is to take with them a collection of various wigs to 
suit every period. As we said, the style of the hair is one of the essential parts for 
giving the character a good face. In order for the illusion to be more complete, when 
dealing with bald wigs and those that are false-fronted, the artist would do well to 
provide himself with a white powder mixed with crimson and yellow if the front is 
woven and a paste of the same colors in oil if the front is parchment: these dyes will 
help to make the dividing line between the wig and face disappear, giving it a single 
color with which the illusion is complete. 
If the artist has to characterize the role of an elderly man, instead of bleaching the 
eyebrows as is customary, he would be better served by making false eyebrows with 
hair taken from the beard. 
Wrinkles should not be made, as is generally the case, with a smoke blackened 
iron. It is not natural to give the face character in this way because wrinkles are not 
usually straight lines as is the result of using an iron, nor does it produce the desired 
effect in the theater. Besides, black is not a color that is sympathetic to gradations of 
the skin. To give facial wrinkles their full character a red powder should be applied 
by means of a stump (paper roll) following the natural wrinkle lines of the face, thus 
giving them greater prominence and naturalness. Then take a little white paste and 
using a bristle brush, blend it with the contours of the wrinkles. This white will serve 
to highlight, and at the same time soften, the hardness of the wrinkle lines. Wrinkles 
painted this way produce a marvelous illusion.  
The singer who has to play an elderly role, besides doing the wrinkles, should 
paint his face beforehand in a color appropriate to the character’s age making use of 
a dark shadow to mainly accentuate the face cavities. The dark shadow will also be 
useful for producing those light dark colors that give the facial features of this 
characteristic type. 
 121 
The color red, I advise, should be used very sparingly being careful to spread it 
progressively over the cheeks and under the lower eyelids. Much care should be 
taken in choosing both the white and red colors, since they are composed of 
substances which are not only harmful to the skin they come in contact with, but also 
to one’s general health. I strongly insist on this point because it is recognized that 
many of the maladies that afflict artists, and those that have escaped medical and 
scientific investigations, have their origin in the abuse of these substances as has 
been described peremptorily by the famous chemist, Chevalier.  
The use of wire-mounted beards should also be carefully avoided.  The beard 
made of curly hair and pasted to the skin by means of diachylon or rubber putty, 
produces a complete illusion. This rubber putty is usually dissolved by adding equal 
parts of wine spirits; after removal of the beard the residues that remain attached to 
the skin can easily be cleaned using this agent. Adapting the beard to the face in this 
manner has the advantage of not bothering the singer during the act of singing as is 
the case with those beards that are mounted on wire.  
Artists who do not wish to shave their beard for roles that do not require one, can 
make it disappear, in appearance, by attaching over it a small, very fine and 
transparent piece of skin with simple rubber or rubber putty. This is then colored 
with paste or highly diluted oil paints to give it a more realistic appearance. I 
recommend this method only for roles that call for the face to come across as 
strongly characterized, something especially suited to the portrayal of elderly roles.   
The artist should strive to adapt both his wig and his beard to suit his own facial 
features. An artist with a round face, for example, should strive to get a wig that has 
a light hair filling on the sides and a somewhat long beard. He should be careful to 
have as little hair as possible on the cheeks thus acquiring an oval appearance that 
nature did not provide.   
For the portrayal of Black roles and their diverse gradations, the desired color can 
easily be attained by using smoke black (negro de humo) or earth shadow (tierra de 
sombra) that should be spread or scattered across the face with the finger. This 
method will produce a lucid naturalness found in those of the Moorish race. If one 
wishes to simply create the face of a dark colored girl it is better to use the dark earth 
shadow, applying it with the finger in the same way as mentioned above. These are 
some general considerations regarding the face. Let us now examine how the stage 
dress or costume, contributes to creating effectively a particular time period.  
The singer who has little love for art should study with scrupulous attention the 
distinctive character traits that besides the character also indicate the time period in 
which the character lived so as not to not err in the choice of costume. One should 
also extend this care to accessory items such as sword, necklace, laces, rings, etc. 
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There is nothing easier than warning the conscientious artist against creating any 
contradiction in his stage appearance. If any doubts become apparent, he only has to 
consult the various libraries and art museums that exist in any civilized city. Here he 
will find all the evidence and necessary documents so as to not run the risk of error. 
Particular attention should be given to the costume, as it is the first thing belonging 
to the artist that the audience will see. This results in keeping viewer’s interest and 
provides the artist with great personal satisfaction. In fact, if the artist appears on 
stage well costumed, he predisposes the public in his favor and does not have to fight 
the unfavorable prejudice that is produced by the appearance of an artist who is 
careless about his costume. It is not easy for the public to forget a first and 
unfavorable impression; the effort, the artist has to go to, to regain public favor lost 
by his careless stage attire would have been better used to further his success if he 
had, at the outset, dressed appropriately and with taste. I will never recommend 
strongly enough to the artist the serious care and study he must attend to regarding 
his stage attire and how he must carefully attend also to the character, the time period 
and the distinctive traits of his character that will distinguish his character 
presentation. 
General ignorance, unfortunately for this art, is one thing that causes artists to 
neglect all the diverse branches of this profession. It is not the fault of someone who 
is dedicated to an artistic career, that if by birth or social position they were unable to 
receive from the start a good education. But it is unpardonable for those wanting to 
devote themselves to the ‘practice of melodramatic art’, to believe that it is not 
necessary to educate the mind as befits the person who has to interpret, not just any 
character, but also the infinite passions and affections of the human heart. An artist 
may be born adorned with extraordinary gifts granted him by nature, but this just 
scarcely serves for singing a musical note. If a singer’s talent is not supported by 
sound criterion and an intelligent mind, capable of giving this or that expression of 
affection the appearance of truth, the singer can never hope to move the public’s 
hearts. Perhaps, he would please the public’s ear, but they will soon tire of it since it 
only speaks to a single sense. 
Although the sense of feeling is a gift from nature, the feeling for this sense can 
be developed in no small measure by a thorough education.  Injuring the fibers of the 
heart awakens feelings, and the soul is taught that divine and mystical language that 
gives poetry both expression and truth of character. This is the only way that one can 
make the audience become a participant in the artist’s feelings.  Besides, the 
expression of the heart’s affections, which the artist needs to exquisitely feel (which 
cannot be acquired without a careful education), he needs to be very careful in 
interpreting the character he represents as this cannot be understood by the ignorant 
or uneducated artist. Indeed, what would a poor workman do, if having spent his life 
among his peers and discovering in himself the gift of a beautiful voice, he finds his 
rudimentary training lacking and is therefore unable to clearly exhibit the distinctive 
character interpretation of a sovereign, the type of passion of the Orientals, the 
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particular grace of the courtiers of Louis XIII, the Troubadour’s pathetic and 
romantic heroism of the middle ages so much a part of his Castillian pride. In one 
word, all those gradations of passion, character and feelings that distinguished so 
many historical characters, all these things would remain unknown to him. 
Preliminary education is, therefore, what should occupy the mind of those who want 
to embark on a theatrical career. Without this education the singer can never make 
himself worthy of the name, ‘artist’, which only one with a sensitive heart and 
cultivated talent can aspire to. Afterwards, so much more meritorious will it be for 
the artist, born in an obscure position and deprived of the elements of a primary 
education, the artist who manages to acquire through studious application and work 
those necessary skills to develop the feelings of the heart and in the end cultivate his 
talent. Miracles always come to those who will them. This author recommends that 
the artist have faith in himself and to not get discouraged if he feels in his heart the 
force of resistance to these efforts. The palm has always enriched the brow of one 
who knows suffering.  
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Chapter IX 
Advice relating to the singer's health 
It is recognized that the majority of the natural ailments of the human body tend 
to affect those parts that are exercised more frequently, and as a result are placed in a 
state of constant irritation. It is not surprising then that the singer may often feel 
troubled by his voice. Although the singer may have a robust constitution and 
attentively monitor the vocal organ, the parts of the voice that participate in the 
singing action can become irritated simply by use. These parts include the tonsils, the 
pillars of the soft palate, the pharynx and the bronchial tubes. These parts are rarely 
found in perfect balance so the proverbial saying, “my voice is not well” has its 
origins for these reasons. Do not believe then, that this is a simple excuse. 
Considering the continuous fatigue produced by the action of singing on those 
delicate parts of the voice, one can understand the reason why a singer may be 
subject to frequent hoarseness and other ailments that would pass unnoticed in 
anyone that has no need of their voice for singing. The slightest irritation of the 
mucosal tissue that covers the internal parts of the vocal apparatus can sometimes 
influence the timbre of the voice and may often prevent the artist’s from giving their 
best. An artist though who possesses an intimate knowledge of his own instrument 
and his ability, can nevertheless, sometimes manage to hide his afflicting 
indisposition. For the singer who aspires to be able to sing in the theatre it is 
necessary for him to know how to fight these difficulties.  
Hoarseness is one of the most frequent indispositions for the singer. When it is 
caused by an exercise period that is too long it does not hurt the voice long term, but 
only momentarily. Rest for one or two days is enough to make this disappear. The 
voice that becomes hoarse after a period of prolonged study, once rested, will regain 
its energy, lightness and elasticity. This does not happen solely from exercising the 
voice for too long and could have been avoided if the singer had been moderate in 
applying both use of force and vocal extension. Hoarseness that is acquired from 
external causes such as those that are nothing more than a cold or an effect of 
overheating, require more care. It is necessary to seek immediate care if he doesn’t 
wish to take the risk of it lasting several days, and turning into an inflammation in 
the lining that covers either the larynx or pharynx, or the lining that extends to the 
bronchi. Drinks that are hot and refreshing such as those sweetened with fresh honey, 
taken frequently are very suitable for alleviating the symptoms and helping the 
indisposition to soon disappear. When the artist appears to have been cooled by a 
decline in perspiration he is advised to sweat as soon as possible either by means of 
hot drinks, if his stomach supports them or by taking some time in a dry heat bath 
(sauna). One or other of these measures is sometimes enough to completely rid 
oneself of the consequences of a cold, especially if they are employed in time. 
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  For those who prefer the use of hot drinks to help bring about sweating I 
advise them to place a few drops of liquid ammonia into the concoction, or better yet 
add a dose of Dower powder (medicinal powder containing ipecac and opium 
formerly used to relieve pain and induce perspiration). After its first application this 
will return the skin to its normal state. If the hoarseness and infection has attacked 
the throat and the lining of the vocal cords, the singer should suspend all singing 
exercises, because any effort, however small, in this state, not only injures the voice, 
but, could result in its total loss. 
 If the hoarseness is the result of fever or of a cold then aconite can be used as 
a helpful remedy. This is a recipe that I have always found to work well in this case:  
  Orange Blossom Water………..100 grams 
  Potash Nitrate………………….1 gram 
  Tincture of Aconite…………….8 drops 
  Cedar Syrup…………………….30 grams 
This can be taken three to four times a day and should be spaced out at the 
same intervals as meal times.  
If the action of singing has placed the parts of the vocal apparatus into a state 
of irritation, the singer, after singing, should be very careful not to expose himself to 
the effects of the outside air and instead should only venture outside after a period of 
rest. Many times hoarseness originates from not having taken this simple precaution. 
This should be kept in mind especially after rigorous performances. 
The surest way to prevent colds, and I am surprised this has not been adopted 
by a majority of singers, is the use of hydrotherapy (a method of treatment by 
immersing the body or parts of the body in water). The indisposition caused by the 
common cold and the frequency at which it occurs can be prevented by getting the 
body used to the effects of the cold such that it becomes a prophylactic measure. 
This healing treatment should start in the summer so the body can gradually become 
accustomed to the effect of cold water, and may continue through the fall and even 
the winter. Without subjecting oneself to a painful healing regimen it would also be 
sufficient to bathe the whole body with a sponge soaked in water at outside air 
temperature at the time of getting out of bed. I recommend to those who wish to 
follow my advice to never neglect taking a walk outside after bathing and if the 
weather permits one should make use of gymnastic exercises to draw normal heat to 
the skin, which can be done in the person’s room, with the windows opened, for at 
least half an hour. The individual’s health would greatly be prejudiced if this last step 
was not included. 
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With customary use, as a prophylactic measure, cold water will be sufficient 
by itself to prevent the many colds that can effect the artist and that many times can 
multiply, one following another throughout a season and in doing so may deprive 
him of being able to exercise is voice and vocal abilities for an extended length of 
time. He should also be careful to avoid humidity as it is always fatal to the free 
exercise of the vocal cords. I recommend that the singer never, at any stage use 
woolen scarf to cover the neck or the mouth and also to avoid the use of shoes made 
of rubber. When the artist ventures out after exercising the voice for a prolonged 
period he need only use a handkerchief to lightly cover the mouth at the moment that 
he comes into contact with any cold air. 
 I recommend that the artist never bleed because of a vocal indisposition, and 
even less to apply leeches to the throat. I know many artists that have forever lost the 
strength of their vocal resources because of one simple subtraction of blood from the 
throat. Even gargles are almost always fatal, especially the use of those that are 
strongly astringent. 
In general, with regard to the maladies of the voice I recommend the use of 
the homeopathic system, as it is the most suitable for a speedy recovery for voice 
ailments. This system never has to resort to means capable of producing serious 
disturbances in the body. 
For all those ailments that come as a result of nervous disorders, I finally 
recommend use of electricity. The singer affected by nerves should especially avoid 
receiving roles that are too vivid in terms of impressions since he has already satiated 
inseparable emotions from his professional exercises. 
The singer’s vocal apparatus also has an intimate correlation with the stomach 
and the digestive organs. Looking after these organs requires as much care as 
looking after the organs of the voice. The indisposition or state of weakness of any of 
those organs can be reflected in the actors voice and can therefore produce an 
imbalance in their respective roles. 
Performing singing exercises alone can produce a great loss of strength 
through the repeated action of respiration on one side and the irradiation of nerve 
impulses on the other. Because of this the singer should ensure good nutrition in 
order to repair these loses. Do not pay so much attention to the quantity of food eaten 
but to the quality of the food eaten. As a basis the daily food preference should be for 
roasted dark meat, which is preferable to white meat that has little use in a reparative 
sense. 
 Many singers believe that the voice acquires much greater vigor if the 
stomach is loaded with food. This fatal error on the part of many intelligent artists 
has often caused them to be vocally indisposed. If they knew better how to balance 
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their constitution these problems would fade away. One must remember that what 
goes in must also come out or rather what enters must also exit. Many artists believe 
that good nutrition is advantageous in bringing back the losses of the voice and 
therefore feed themselves in a manner to increase their own nutrition. The loss of 
what they acquired through vocal exercise can only be found again by investing in 
many hours or hard work and muscular exercise. If not the surplus of the consumed 
nutrients is converted into fat and the repairing of the body is not complete. This 
easily occurs in a number of singers and later, and in sour condition, they begin the 
articulations (exercising) of his muscles and mucosal membranes. If not they will be 
more likely to suffer from gout, joint pain and rheumatic problems affecting the 
whole body resulting in infirmity, problems that are caused by nothing more then the 
excesses of their diet and eating habits. 
  Liquor, like any other over stimulating drink or food should be abolished as 
harmful to the vocal organ. Avoid the use of all those gargling, so-called secrets for 
purpose of having a voice of good health. The reaction that tends to happen in 
response to that type of stimulation is not free of dire consequences. 
The singer will do well to abstain from smoking, even if he is used to it. It is a 
fact that tobacco contains a strong dosage of nicotine, a powerful poison, pungent 
and irritating, not only to the mucous membranes, but also to all parts of the nervous 
system. I have tried (tobacco) and its effects many times on insects that died between 
convulsive spasms within a few seconds. As essentially a narcotic plant, tobacco is 
an irritant. I know there are many singers that smoke constantly without feeling any 
discomfort. Better for them, but this does not take away the fact that smoking is 
essentially an irritant and that being so, it should be acknowledged as harmful. 
The throat can also be made sufficiently sore by the mere act of singing, 
which excites in a particular way the circulation of the blood vessels that supply the 
mucous membrane surface of the voice, without the added irritation caused by an 
exterior incentive. Besides the direct action exerted on the throat, smoking also 
affects the functioning of the stomach as can be witnessed in anyone not used to 
smoking. In this case one cannot endure the nauseating effects of the tobacco. 
Therefore, the singer should refrain from acquiring new habits that can have dire 
consequences on his voice. Besides which, these habits are costly to acquire and are 
difficult to stop once acquired. 
Nothing that has been mentioned so far has as much of an affect on the voice 
as that of the aging of the vocal apparatus. In effect, we can see that when a man 
reaches puberty, the vocal organ experiences a complete revolution. It is necessary to 
advise young people, who have thought about embarking on a stage career, to abstain 
from any vocal study before nature has completed its full course. Violation of this 
‘law of nature’ could produce the result of losing ones beautiful voice forever. The 
male soprano, that at one time delighted the public with wonderful performances, 
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proves the correlation between these two antagonists voice and age. The singer who 
loves his art with all his heart will recall that if Bacchus (Greek God) makes you pay 
dearly for the excesses of drinking and more dearly and bitterly pays he who 
sacrifices Venus too much. I agree that, if there is a class of person more inclined to 
these excesses of pleasure, it is precisely we artists. This is the result of having been 
endowed by nature with stronger feelings and more impressionable temperaments. 
That is why it is necessary for the artist to use utmost caution and to resist natural 
instincts, always avoiding the abuse that besides the moral leeway that quenches the 
most of noble sentiments and aspirations of the soul may cause irreparable 
consequences to the voice and his entire physical well being in general. 
Practicing when the vocal organs are affected with a disease is disastrous 
(funestissimo) and may turn an ordinary indisposition into a serious illness, as I 
indicated in the section I entered when dealing with hoarseness of the vocal cords.  
Singers should avoid singing after fasting or immediately after eating. After 
eating allow a space of around two hours for digestion before commencing any 
practice. 
Too much practice is also harmful to the singer’s voice. Instead of making for 
progress it does nothing more than tire the vocal cords and leads to the detriment of 
the voice, and produces no benefit in any way. It would be the same as if one wished 
to consume all at once eight days worth of food. 
Also to be avoided as damaging to the voice: 
1. Singing in the open air (outdoors). 
2. Laughing with effort/force. 
3. Lively discussions. 
4. Reading out loud. 
5. Strong emotional outbursts. 
Mental concentration that is produced by a serious application either in 
writing, reading or in any occupational act, has an immediate influence over the 
voice whose timbre becomes instantaneously veiled.  
Practicing at the piano, besides producing the just mentioned effects, tires the 
chest. For this reason it should be used in moderation.  
These are only general precautions that must be observed particularly by the 
singer who wishes to make progress in the career he has started. A detailed 
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examination of all the circumstances that are harmful to the singer’s voice would 
take too long. Much depends on the varying susceptibility of the individual’s body to 
health problems and this is why the singer should engage in a constant observation of 
his health. In doing so the singer will know better than anyone else what is 
advantageous and what is harmful to his voice and what things he should avoid. He 
should not, however, imitate the hypochondriac who believes he is always ailing and 
in the process turns his stomach into a medical laboratory. Such a kind of life, 
instead of being soothing, would ruin his stomach and produce grave health 
disturbances. The singer should not take medicine unless he feels he has a serious 
infection that places him in a state where he absolutely cannot perform to his 
potential. Rest, above all else, is the best way of restoring health to its normal state. 
Soft drinks such as cream of tartar in lemon water, powdered magnesia, pulp of 
sugar cane conduit and tamarind (A juice created by mixing sugar cane and 
tamarind. The word fistula refers to the meat or pulp of the sugar cane and the 
tamarind) used sparingly at distant intervals are measures that have been recognized 
to be sufficient in helping minor throat ailments to disappear. In the case of a serious 
infection of the larynx or pharynx or stubborn granulations, a medical doctor should 
immediately be consulted, to prevent those infections from becoming a chronic 
disease. Things such as this happen frequently to singers and to those who 
continually exercise their throat.  
There are some singers, according to them, that believe they can create a 
particular timbre and clarity in their voices by inflicting blisters and artificial ulcers 
to their bodies with great suffering. Persuaded in this way they believe humours that 
affect the throat will go away. In their ignorance they do not recognize that the 
humours connected to the wound are no more than natural secretions from any sore. 
These secretions are the way in which nature tries to repair the sore, by creating a 
new skin, and does not influence more than momentarily the humours which soon 
after will take their natural course.  
The singer should confine himself to a life style based on the immutable laws 
of hygiene. With simple prophylactic measures he will avoid many vocal ailments 
and indispositions. 
 I do not, however, intend for the singer to become a voluntary slave, imposed 
to continued hardships. Use everything, but do not overdo anything: this is the way 
to lead a life of sound and reasoned hygiene without which there is no possibility of 
good health.  
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Chapter X 
 General Considerations Regarding Melodramatic Art. 
The artist will find himself to be the living painter of human nature. This is 
the principal object of his studies and the seed of his science. It is true that he should, 
at will, faithfully reproduce the images of passion that have moved him, but he 
should not ever be under the control of them. An awareness to not allow these 
passions to overtake him is something that he must be in touch with through careful 
observation of himself. 
Art is not a simple and cold imitation of nature. It is rather an idealized 
representation and one who does not have that igniting spark capable of creating and 
imprinting a special character within any given production, will never be more than a 
menial imitator, incapable of instilling in the minds of others the slightest emotion. 
All who exercise any art call themselves artists, but the word ‘artist’ in its 
correct sense means that one is an interpreter or a priest of art. He who in one word is 
dedicated to the learning and growth of his art, gives life with rays of his genius to 
all conception that he is responsible for interpreting, and like Pygmalion is able to 
animate inert marble with the fire stolen from the sky.  
  To aspire to be able to merit this name in this melodramatic art with justice, it 
is necessary to muster strong will and untiring perseverance, because only with 
tireless and diligent study can the singer hope to distinguish himself among the flock 
of so called artists. The beginner who has natural talent and an enviably endowed 
voice plus dramatic intuition, will always encounter in his early stages, countless 
obstacles that only he can overcome through will power and constant application of 
his own willpower. 
Before setting foot on stage, I would advise the artist to study at least the 
principles of all branches of art that when taken together constitute the foundation of 
the melodramatic artists education. There are many artists who make their debut in 
the theatre who are only superficially aware of the necessary requirements of their 
art. Those who only trust their voice and their way singing are blinded by a foolish 
presumption, and in doing so close the way for their own progress. Many talented 
artists die in this manner, presuming to rely upon their strength, and in this way 
spend their life vegetating and blaming everyone except themselves for their 
misfortune. 
One is not born an artist. What is born is the sense of beauty that eminently 
characterizes the artist and from here is born the immense gifts that nature has 
bestowed upon the artist himself. 
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It takes many and many years of study to develop and perfect these enviable 
qualities, before the artist can become the master of his art. Constant observation of 
his surroundings and diligent study are the singer’s only means by which one day he 
may deserve this title and enviable reputation, a reputation that cannot be bought. 
All artists, some more and some less, have gone through troubled periods that 
have required of them a strong will, to not let oneself give up and become 
discouraged. 
Who cannot remember, for example, the first steps in the famous theatrical 
career of the great Rubini when he assumed the part of the second tenor, for the 
impresario Barbaia in Naples, and was deemed incapable of interpreting and 
sustaining a minor part and was therefore relieved of his services. Who would have 
thought at that point, that this so called ‘incompetent’ artist who with his rays of 
genius and the power of his enviable natural gifts would develop art and create a 
musical and artistic revolution? Nozzari, who heard him, knew however, how to 
uncover the powerful resource hidden behind that appearance of incompetence and 
in doing so did not allow art to be deprived of this prodigious talent. He instructed 
him, infusing in him the science that he already so heavily possessed.  Before 
obtaining the smallest reward for his constant toil and valiant efforts he had to 
overcome many vicissitudes! He was not deterred and he fought with perseverance, 
knowing that in the end he would overcome all the obstacles that were placed in his 
path. This determination would later lead him to the cusp of universal fame. 
Duprez, the complete artist par excellence, was believed to be inept and was 
judged as such by the Paris public after his debut at the Odeon Theatre? Who would 
have thought then that he would leave Paris to study in Italy, not leaving behind 
more than sad memories of the tenor he was, only to return some years later to 
dethrone Nourrit?  Nourrit the idol of the Parisian Grand Opera public, who for 
fifteen years had not tired of celebrating and worshiping him!  Naturally Duprez, 
also had to suffer much fighting against the general prejudice that favored Nourrit, as 
an actor par excellence, expressive singer, endowed with a magnificent presence 
giving prominence to all the roles he played. But Paris was stunned when they heard 
that wide range of vocalism, the expressive declamation and elevated style, the 
vibrant pronunciation and that perfect Italian emission of the voice.  That is why the 
triumph of Duprez, during the premiere of Guillaume Tell, was so sensational that 
another like it is not remembered in the annals of the history of Grand Opera. How 
much practice must he have done in order to achieve such a triumph! How many 
disappointments and tribulations might he have experienced in making those first 
steps toward his eventual triumph! 
I could cite many similar examples, but this is sufficient to show what can be 
achieved with strong will in the study of melodramatic art. These examples can 
instill in the hearts of artists of goodwill, the courage and perseverance necessary to 
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overcome the inevitable obstacles always present at the beginning of an artistic 
career! The greatest reward an artist can receive in his profession is without a doubt, 
the testimony of the public’s general satisfaction and adulation. This adulation can 
become fatal for many beginners. It is precisely the self-satisfaction at being 
applauded that many times, instead of receiving this favor as a sign of 
encouragement to continue their studies, it blinds them to pride. Vanity is awakened 
making them believe that they can abandon their studies because they already know 
enough.   
Other times, artists yield slavishly to the depraved taste of an ignorant public 
only for the satisfaction of being celebrated. This leads simply to the prostitution of 
the art. As I have said before, the artist should be like a priest of the art, and as such, 
cooperate in the education of the public, guiding them toward the beauty of their 
emotions and good taste. The artist looking for flashy effects abdicates his sovereign 
prerogatives. He that does so is damned and allows himself to be voluntarily dragged 
down by his own vain gloriousness and self-satisfaction toward an undeserved 
triumph! 
Therefore, I recommend to young artists, to envisage their first stage steps as 
nothing more than a progression within the art and their conscious thoughts should 
only be focused on this sole purpose. That they try to enrich their repertoire by 
accepting serious, semi-serious or clown roles, even though they may not feel 
capable interpreting these, they should not think about the present, but only on 
capitalizing, day by day, on the future benefits that will result from their tireless 
study. 
Do not lose an opportunity to hear either good or bad artists. From the first 
learn to become more perfect and from the second learn to avoid poor habits and 
defects. Guard against being swayed by the sentimental impulse. Remember, the 
artist has need of both expression and sentiment. These two powers are entirely 
different. One can feel a lot and not know how to express anything and vice-versa. 
What the artist needs to achieve is purpose, especially through expression. What he 
needs to observe is that the more he has control of himself the greater the effect he 
will be able to produce on the public. Heaven help the artist who is dominated and 
controlled only by the feelings he wishes to express! He will never produce the effect 
he aims for because he will be more here or there but nowhere near the truth.  The 
effect is not achieved unless it stays within the limits of the truth for this is where the 
impetus for the feeling originates. It is generally believed that feelings are sufficient 
for expression. In this way the two powers are confused as one. I believe I have said 
enough to challenge this error so generally admitted. 
Now that I have discussed, though briefly, all the elements that contribute to 
the formation of the melodramatic artist, I leave it to others to provide a more 
detailed depth of the each of arts different branches. I simply wanted to bring to the 
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attention of young artists the many principles that in my opinion are indispensable to 
education of those who feel a vocation for this noble art. 
I will consider myself happy if I have been able to contribute to and revive 
some courage, or give others better ideas of developing new research in the area of 
melodramatic art, an area to which I have been devoted for many years of my life. 
The fruits of my experience may help others, providing Italy, my adopted country, 
new and famous artists, perpetuating the long series of select geniuses of this classic 
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